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ABSTRACT 
 
Sketches and drafts for In the Beginning (1947), Aaron Copland’s only extended choral work, 
illuminate relationships between the composer’s creative process and his Jewish heritage and 
humanist philosophy. Commissioned for Harvard University’s Symposium on Music Criticism, 
this setting of Genesis 1–2:7 was Copland’s reluctant response to Harvard’s request for an a 
cappella choral work on a text drawn from Hebrew literature. 
 
Although Copland’s upbringing was steeped in Jewish traditions and synagogue life, scholars  
have minimized the impact of his Judaism on his compositions, which avoided overt references  
to Jewish themes after the 1930s. This study offers a more nuanced appraisal, showing that In the 
Beginning encapsulates Copland’s expression of both Jewish and humanist ideals. Comparing 
Copland’s initial inspirations with his later revisions reveals his close reading and exegesis of the 
biblical text. This comparison clarifies how his lyrical narrative style, melodic figuration, harmonic 
juxtapositions, and textural crescendo bring the work to a climax elevating the human soul. 
 
My genetic criticism draws on close examination of holographs in the Library of Congress’s 
Aaron Copland Collection, including sketches and drafts, marked conducting scores, lecture 
notes, and correspondence. An understanding of In the Beginning’s historical context is enriched 
by archival discoveries at Harvard and Yale Universities, Jewish Theological Seminary, and 
Kane Street Synagogue; and by interviews with individuals close to Copland in 1947 and in his 
later decades, including Lorna Cooke deVaron, Alice Parker, Marilyn Jaye, and Vivian Perlis. 
The intent of this dissertation is to shed light on Copland’s compositional techniques and 
philosophical perspectives, and to facilitate more compelling performances of In the Beginning. 
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CHAPTER 1—INTRODUCTION 
 
HISTORICAL OVERVIEW 
 
In the Beginning, Aaron Copland’s depiction of the biblical creation narrative, is regarded as his 
most important choral composition. It has become one of the more significant and influential 
pieces in the twentieth-century American choral repertoire. Having accepted a commission for 
Harvard University’s 1947 Symposium on Music Criticism, Copland composed this choral 
setting reluctantly, wrestling first with the choice of text and subsequently with the 
compositional process. His completed a cappella choral work successfully integrates key 
elements of his compositional style with a pictorial representation of the creation legend. In its 
day-by-day progressions of melody, harmony, rhythm, dynamics, and texture, In the Beginning 
presents a gradual intensification from a formless universe to a teeming world of living creatures, 
culminating with the soul of man. A careful study of archival documents and Copland’s sketches 
and drafts reveals much about the composer’s conception of the Genesis text and offers the 
conductor clues in presenting a sensitive and dramatic reading of this extraordinary choral work.  
 
This project offers a detailed examination of the most significant choral work written by one of 
America’s preeminent composers. This glimpse of Copland’s compositional process at a critical 
time in his own life and in the life of his nation – between World War II and the Cold War – will 
be of value to scholars, conductors, and performers. In assessing the methodology of a composer 
who acknowledged that he “wrote differently for different audiences,” this study sheds light on 
the influence of sponsoring institutions on the creation of musical works. It also suggests new 
ways to understand the connections between an artist’s private concerns of education, religion, 
ethnicity, and political philosophy; and the public creative process. 
   2 
Despite its significance within Copland’s career, In the Beginning has received scant scholarly 
attention, particularly in terms of its creative process and compositional context. The 
circumstances leading to the work’s creation, its position within Copland’s output and within the 
broader choral music repertory, as well as Copland’s compositional choices as he struggled to 
bring this text to life, have yet to be fully explored. My intent in pursuing this in-depth study of 
In the Beginning is threefold. First, I hope to locate this unique work within a meaningful 
musical and historical context, then to use Copland’s sketches to illuminate his creative process 
and musical philosophy, and finally, to decipher how discoveries related to context and creative 
process may facilitate more effective performances of the work. 
  
THE CONTEXT OF “IN THE BEGINNING” 
 
Previewing the 1957 premiere of his twenty-nine-minute Piano Fantasy in the New York Times, 
Aaron Copland wrote, “A long and continuous one-movement form has always seemed to me 
one of the most taxing assignments a composer can undertake.”1 Ten years earlier, he had 
completed another challenging compositional task in setting the first thirty-eight verses of the 
book of Genesis as a continuous, seventeen-minute a cappella choral work. It is difficult to 
imagine what Harvard Music Department Chair Arthur Tillman Merritt may have envisioned 
when he requested that Copland write a fifteen- to twenty-minute a cappella composition “on a 
text drawn from Hebrew literature, either sacred or secular.”2 Very few, if any, Western 
composers writing in the early to mid-twentieth century chose to embark on a similar task – in 
any language. A number of twentieth-century a cappella choral works exceed fifteen minutes in 
                                                
1 Aaron Copland, “Fantasy for Piano: Composer Explains Its Particular Problems,” New York Times, October 20, 
1957, Section 2, X9. 
2 A. Tillman Merritt to Aaron Copland, April 29, 1946, Box 403, Folder 8, Aaron Copland Collection,  
Music Division, Library of Congress, Washington, DC. See Appendix B.2.  
   3 
length, yet virtually all set sectional texts in multiple movements. Given In the Beginning’s 
unusual form and the twentieth century’s blurring of choral genres, it is difficult to find a niche 
for this work within the corpus of contemporary choral literature.  
 
Beyond its context within the choral music sphere, In the Beginning may be viewed in terms of 
its links to social, political, and philosophical ideology. Copland was a man of ideas and personal 
convictions, and much of his music is intertwined with a philosophical intention. In the 
Beginning may be less closely linked with his shorter choral works than it is with several of his 
orchestral works of the 1940s, including Fanfare for the Common Man (1942), Lincoln Portrait 
(1942), and Preamble for a Solemn Occasion (1949), the latter written to commemorate the 
United Nations’ adoption of the “Universal Declaration of Human Rights.” In Preamble, for 
instance, a speaker intones excerpts from the Preamble to the United Nations’ Charter (1945) 
that affirm “the dignity and worth of the human person” and the desire “to save succeeding 
generations from the scourge of war, which twice in our lifetime has brought untold sorrow to 
mankind.”3 This vision resonates with Copland’s selection and expression of In the Beginning’s 
Genesis verses in a manner that underlines the centrality of humanity and suggests hope for the 
future.   
 
When Copland composed In the Beginning, he was at the height of his career. He was enjoying 
great acclaim for Fanfare for the Common Man and Rodeo (1942), his film score to The North 
Star (nominated for a 1944 Academy Award), and Appalachian Spring (recipient of the 1945 
Pulitzer Prize in music). Historically, scholars have described the 1930s and 1940s as Copland’s 
                                                
3 Copland, Preamble for a Solemn Occasion: Full Score. London: Boosey & Hawkes, 1953. The full text of the 
1945 Charter can be found on the United Nations website: http://www.un.org/en/documents/charter/preamble.shtml.  
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“populist” or “vernacular” phase.4 More recent scholarship has also considered Copland’s legacy 
and compositions of the 1940s in light of his many intersecting spheres of activity and ideology, 
particularly his left-wing political principles and his leadership within a close circle of Jewish, 
homosexual composers from immigrant families.5 Among the historical and ideological factors 
that seem particularly relevant to In the Beginning are an optimistic post-war ethos; Copland’s 
progressive political views; and his resistance to being identified as an explicitly Jewish 
composer.  
 
The Harvard Music Department’s intentions for the Symposium on Music Criticism—both those 
expressed by Harvard’s faculty and those inferred by Copland—may also be significant in 
understanding the composer’s choices. The Symposium’s “Preliminary Announcement” asserted 
that modern society’s burgeoning communications and greater access to music had produced a 
critical need to enlighten the community of music critics. Organizers hoped to heighten 
sophistication among these critics, who would then be empowered to “help the new army of 
listeners” understand the “good music now reaching the small and more isolated communities,” 
as well as music newly available to people of all economic levels in the larger cities.6 The 
Symposium planners’ vision dovetails with the egalitarian leanings of the “Dean of American 
                                                
4 See the following biographies, as well as Copland’s own prolific writing: Arthur Berger, Aaron Copland (New 
York: Oxford University Press, 1953), reprinted with new introduction by Leonard Burkat, New York (Da Capo 
Press, 1990); Julia Smith, Aaron Copland, His Work and Contribution to American Music (New York: Dutton, 
1955); Neil Butterworth, The Music of Aaron Copland (London: Toccata, 1985). 
5 Scholars who have recently considered Copland’s music and influence in light of the historical, social, and cultural 
landscape of the 1940s and 1950s include Emily Abrams Ansari, Elizabeth Crist, Annegret Fauser, Gail Levin, Beth 
Ellen Levy, Gayle Murchison, Carol Oja, Howard Pollack, Judith Tick, Marc Vargo, and the new material added to 
Copland’s autobiography by Vivian Perlis, with assistance from Libby Van Cleve, director of Yale University’s Oral 
History of American Music project. [See Aaron Copland and Vivian Perlis, The Complete Copland (Hillsdale, NY: 
Pendragon Press, 2013).] 
6 Harvard University Department of Music, “A Symposium on Music Criticism: Preliminary Announcement,” 
Harvard University Archives, #UAV 587.17, Box Si-T. Courtesy of University Archives. Also available in Box 403, 
Folder 9, Aaron Copland Collection, Music Division, Library of Congress, Washington, DC. See Appendix B.13.  
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Composers,” as well as with views Copland had expressed fifteen years earlier, in an article for 
Modern Music entitled “The Composer and His Critic.”7  
 
Copland was hesitant when Merritt invited him to “do Harvard the honor” of composing for the 
Symposium’s choral concert.8 The Symposium’s illustrious list of participants included Copland, 
E. M. Forster, Paul Hindemith, Arnold Schoenberg, Virgil Thomson, Roger Sessions, Bohuslav 
Martinů, Paul Henry Lang, William Schuman, and Martha Graham. The Symposium choral 
program, presented May 2, 1947, featured three world premieres sung by the Collegiate Chorale 
under the direction of Robert Shaw: Copland’s In the Beginning, Gian Francesco Malipiero’s La 
Terra, and Paul Hindemith’s Apparebit Repentina Dies. All three composers chose ancient texts 
for this august Harvard seminar. Copland ultimately settled on the first thirty-eight consecutive 
verses of Genesis in English translation, though he confided in his friend Carlos Chávez, “I was 
reluctant to use the [B]ible as a text but just couldn’t find anything else suitable!”9 
 
Copland was so reluctant to set the Bible, in fact, that in January 1947, two months after he had 
begun pencil sketches setting the Genesis text, he nearly reneged on his Symposium commission. 
In a remorseful letter to Merritt, he confessed that he had “made several stabs at the opening 
stanzas, but couldn’t get started.”10 After considering briefly an alternate text by poet Archibald 
MacLeish, Copland spent six weeks “hiding” in Boston in order to complete In the Beginning by 
April 4, which allowed barely four weeks for Shaw’s study and choral rehearsals.11 
                                                
7 Aaron Copland, “The Composer and His Critic,” Modern Music 9 (May–June 1932): 143–47. In vol. 9 (November 
1931–June 1932), AMS Press, 1966.  
8 Merritt to Copland, April 29, 1946. 
9 Aaron Copland to Carlos Chávez, care of Boosey & Hawkes, NY, April 6, 1947, Aaron Copland Collection,  
Music Division, Library of Congress.  
10 Copland to Merritt, January 16, 1947. See Appendix B.5.  
11 Copland to Chávez, April 6, 1947.  
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Copland was a prolific letter writer who maintained lifelong relationships with close friends and 
colleagues, as his rich correspondence with Nadia Boulanger reveals. It is likely that Copland’s 
experiences studying composition in Paris under Boulanger’s tutelage, as well as his work with 
the young conductor Robert Shaw, played a part in shaping this extended choral work. The 
Copland family’s Jewish heritage and extensive involvement with the synagogue similarly had 
an impact on Copland’s choice and setting of the Genesis text. My second chapter describes how 
each of these elements pertains to In the Beginning, and it provides background for later 
consideration of how these influences find musical expression in Copland’s composition. 
 
A seventeen-minute, through-composed work, In the Beginning is the longest of Copland’s 
twelve choral compositions. Prior to the Harvard commission, Aaron Copland had composed 
only a handful of choral pieces. The first of these was his Four Motets, with words “arranged 
from the Bible,” composed in the winter of 1921–1922 as a student assignment from his Parisian 
teacher, Nadia Boulanger. Although In the Beginning’s published score bears no dedication, 
Copland asserted in his autobiography that he had dedicated the work to Boulanger.12 He also 
inscribed the score he sent her with the note, “For Nadia.”13 It is likely that the work’s formal 
design, that of an extended motet, reflects Copland’s memories of Boulanger’s early composition 
assignment. 
 
                                                
12 Aaron Copland and Vivian Perlis, The Complete Copland (Hillsdale, NY: Pendragon Press, 2013), 188. The 
Complete Copland is an update of the 1980s autobiographical volumes with new commentaries added. This 
quotation was originally published in Aaron Copland and Vivian Perlis, Copland: Since 1943, New York: St. 
Martin’s Press, 1989, 422.  
13 Aaron Copland, In the Beginning, Photostat of holograph score, with ink dedication to Boulanger in Copland’s 
hand, Aaron Copland Collection, Box 31, Folder 59.2, Aaron Copland Collection, Music Division, Library of 
Congress, Washington, DC.  
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One might think it curious that the chair of Harvard’s Department of Music, who knew Copland 
well, would have asked a composer who had written so little choral music to compose a lengthy 
a cappella choral piece. The impetus for Merritt’s request seems to have come from the brilliant 
young conductor, Robert Shaw, who appears to have set the commission parameters for the three 
works initially solicited for the Symposium’s choral concert. In writing for Shaw’s highly 
acclaimed Collegiate Chorale, which had premiered Copland’s Lark in 1943, Copland was able 
to compose aurally and vocally challenging music that suited Shaw’s fiery temperament and his 
singers’ musical talents. 
 
Copland chose to interpret Shaw and Merritt’s commission requirement of “a text drawn from 
Hebrew literature” by setting the first thirty-eight verses of the book of Genesis in English. In a 
letter to Merritt two weeks before the premiere, the composer asserted that he had “mostly” used 
the 1928 Cambridge Shorter Bible.14 This publication, however, was an abridged edition of the 
poetic and familiar King James translation. Some musicians conclude that as an assimilated Jew, 
Copland was unfamiliar with Hebrew and would not have been capable of setting a text in the 
Hebrew language. In fact, during Copland’s youth, his family was extremely involved in 
synagogue life at Congregation Baith Israel Anshei Emes (known today as Kane Street 
Synagogue), where the composer celebrated his bar mitzvah in 1913. Although several factors, 
including the composer’s reaction to a 1932 review by his colleague, Virgil Thomson, may have 
prompted him to choose a more universal text, elements of Copland’s Jewish experience and 
study can be understood from his choral setting of the Hebrew Bible’s opening verses. 
                                                
14 Aaron Copland to A. Tillman Merritt, April 18, 1947, Box 1, Folder C, “Records of the Symposium on Music 
Criticism, held May 1–3, 1947 at Harvard, 1946–1948 (inclusive),” A. Tillman Merritt Collection, Eda Kuhn Loeb 
Music Library, Harvard College Library. See Appendix B.10. 
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ASPECTS OF COPLAND’S CREATIVE PROCESS 
 
My third chapter presents the core of this dissertation, an examination of selected elements of 
Copland’s creative process, illuminated by references to the context in which In the Beginning 
came to life. In his autobiography, co-written with Vivian Perlis in the 1980s, Copland described 
his compositional process in terms of the biblical text’s structure: 
The Department of Music at Harvard suggested that I use a Hebrew text for the 
choral piece, but I opted for part of the King James Version of the Bible (Genesis 
1:1, 2:7) concerned with the seven days of creation. My plan was to use a mezzo-
soprano soloist and mixed chorus a capella to tell the oft-told story in a gentle 
narrative style using the biblical phrase “And the next day …” to round off each 
section. I was uncertain about how it would proceed until I got to the third day of 
creation – only then did I feel that my idea would work.15 
 
 
Thus, Copland framed his plan for the choral work based on the structure of the biblical narrative 
as it is delineated in the King James Version.16 This structure reflects the Hebrew text of the 
 (Parashat B’reishit) Torah portion Copland would likely have heard in 
his youth on the Jewish holiday of Simchat Torah.17 Appendix A: Genesis 1:1–2:7 delineates 
verse-by-verse the Genesis text Copland selected, and also highlights his minor modifications.  
My examination of Copland’s creative process begins with a discussion of this textual and 
musical frame, as set out in the Torah and the King James English translation. Copland realized 
this frame in the harmonic outline he sketched for successive settings of the phrase, “And the 
evening and the morning were the nth day.” 
                                                
15 Copland and Perlis, Copland: Since 1943, 73. Also The Complete Copland, 187–88.  
16 For the verses Copland chose, the words of the abridged Cambridge Shorter Bible of 1928 are identical to those 
of the “King James” translation of The Holy Bible: Conteyning The Old Testament, And The New: Newly Translated 
Out Of The Originall Tongues: & With The Former Translations Diligently Compared And Reuised, By His 
Maiesties Speciall Comandement : Appointed To Be Read In Churches, 1611. Because Copland later referred to his 
text as the “King James Version,” I will also refer to it in this way. On page 152, I will address Copland’s letter to 
Merritt describing his choice of the Cambridge Shorter Bible and his care in setting the text.   
17 In this dissertation, transliterations of Hebrew words will reflect pronunciations in the Sephardic tradition.  
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Following this overview, my analytical study of Copland’s In the Beginning is divided into eight 
sections: one for each of the seven days of the first account of creation (Genesis 1–2:3), plus an 
examination of the final section—which I refer to as Copland’s epilogue—his setting of the 
beginning of the second account of creation (Genesis 2:4b–7). Biblical scholars posit that within 
this doublet—a pair of narratives describing the same event but with some variations—the first 
account was crafted during the sixth century BCE by the Priestly author group in order to frame 
the existing narrative within a more favorable context. They believe that the second account was 
the earlier of the two stories, written in the tenth century BCE by the Yahwists, who had 
incorporated echoes of the older Babylonian Enuma elish creation myth.18 Each section of my 
third chapter features an analysis of that day’s salient musical characteristics and selected 
elements of Copland’s sketch revisions that reveal facets of his creative process and his reading 
of the Genesis text.  
 
The work’s epilogue merits special consideration, as Copland’s choice of text was curious. 
Instead of concluding with the creation of man that ends Chapter 1 or with the close of the Torah 
portion’s aliyah on the seventh day—the day of rest—Copland set four additional verses 
(Genesis 2:4–2:7).19 This decision allowed the composer to culminate with the phrase, “and man 
                                                
18 For recent scholarship explaining the “Documentary Hypothesis” of multiple biblical author groups and its 
relevance to Genesis, see: Michael David Coogan, The Old Testament: A Historical and Literary Introduction to the 
Hebrew Scriptures, Third Edition, New York: Oxford University Press, 2014, 49–58; Richard Friedman, Who Wrote 
the Bible? New York: Summit Books, 1987, 50–51 and 246 (table), (also available in multiple editions); Bernard F. 
Batto, “Creation Theology in Genesis” in Creation in the Biblical Traditions, Richard J. Clifford and John J. 
Collins, eds. Catholic Biblical Quarterly, monograph Series 24. Washington, DC: Catholic Biblical Association of 
America, 1992, 16–38. See also comments by Wayne Pitard on pages 146–48, 176-77, 195–96, and 216. 
19 In Jewish tradition, Torah readings are divided into aliyot, structurally logical sections preceded and followed by 
a blessing. Genesis 2:3 concludes the first or third aliyah in the Sephardic and Ashkenazic traditions, respectively.  
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became a living soul,” highlighting not only Aaron Copland’s humanistic philosophy, but also 
his sense of compositional form, which I identify as textural crescendo.20  
 
ARCHIVAL DOCUMENTS 
 
The final portion of this dissertation is a collection of facsimiles of archival documents found in 
the Library of Congress’s Aaron Copland Collection, in Harvard University’s Archives, 
Harvard’s Eda Kuhn Loeb Music Library, and in The Robert Shaw Papers at Yale University 
(see Appendix B). These may be of interest to those musicians and scholars who wish to 
consider Copland’s creative process in greater depth and seek their own conclusions. 
 
NOTES REGARDING ARCHIVAL RESEARCH AND SKETCH STUDIES 
 
The core of my work on Copland has involved archival research and studies of Copland’s 
holographs. My primary resources have been the following archival collections: the Aaron 
Copland Collection at the Library of Congress; the Tillman Merritt Collection and University 
Archives at Harvard University; and the Robert Shaw Papers and Oral History of American 
Music archives in the Irving S. Gilmore Music Library at Yale University. Documents related to 
the Copland family’s activities at Congregation Baith Israel Anshei Emes have been kindly made 
available by Kane Street Synagogue historians Judith Greenwald and Carol Levin. Additional 
materials of interest may be found in the Israel Goldfarb, David J. Putterman, and Park Avenue 
Synagogue Collections at The Jewish Theological Seminary; the Lorna Cooke deVaron 
Collection within the New England Conservatory Archives; the New York Public Library; The 
Juilliard School; Tanglewood Music Center; and Copland House.  
                                                
20 See discussion of the first day on page 97. 
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In exploring the musical elements that gradually lead In the Beginning to a climax exalting 
God’s creation of the human soul, Copland’s sketches and drafts are enlightening.  These 
manuscripts, which Copland donated to the Library of Congress in December 1960, include 
approximately ten pages of preliminary sketches and thirty-nine pages of a continuity draft that is 
nearly complete. The Library of Congress’s Aaron Copland Collection also contains a fair copy 
of the completed manuscript and Copland’s annotated proof, which he sent to the printer.21  
 
The sketches and drafts of In the Beginning found in Box 31, Folder 59.3 of the Aaron Copland 
collection are not part of a bound sketchbook.22 They are written either on folios of four pages or 
on individual sheets of manuscript paper (the folios torn in half). Copland made use of three 
types of manuscript paper, without any apparent selection system: 
1. G Schirmer Royal Brand—12 staves per page  
2. Golden West Press, Hollywood, California—9 staves per page  
3. One single sheet of orchestral staff paper with 22 staves per page 
Most of the sketch pages bear three sets of numbers:  
 
1. Stamped numbers, in black ink, at the top corners of the page 
2. Handwritten numbers (apparently by a Library of Congress archivist), in 
pencil, at the bottom corner of each page 
3. Handwritten numbers in Copland’s hand, in pencil, at top corners 
 
Quite a few discrepancies between the three numbering systems can be found. Many of these are 
explained briefly in Appendix C, an inventory of the sketch pagination. 
 
                                                
21 Aaron Copland, In the Beginning. Fair copy in ink on transparent paper: Box 31, Folder 59. Corrected proof: Box 
31, Folder 59.1. Score Copland sent to Nadia Boulanger: Folder 59.2. Sketches: Folder 59.3. Three published scores, 
two of which bear Copland’s conducting markings in pencil and red wax pencil: Folders 59a and 59b. In the 
Beginning is published by Boosey & Hawkes, a London-based company with a New York office. Benjamin Britten 
had introduced Copland to Hawkes when Copland visited London in 1938. Unfortunately, many of the publisher’s 
records have not survived. 
22 See Appendix C: Sketch Inventory. 
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In references to the sketch and draft pages, I have chosen to use the Library of Congress’s 
stamped page numbers because these correspond to the digitized sketch pages available online.23 
The pages numbered by the Library of Congress as 40–51 appear to be Copland’s first set of 
sketches.24 Thus, I have labeled the page on which Copland began his musical setting of Genesis 
on November 21, 1946, as “Sketch 41” or “S41.” The majority of these sketch pages do not have 
page numbers in Copland’s hand. He did add page numbers to three of them, which seem to 
correspond to material he referenced while reworking his later draft. Copland’s nearly complete 
continuity draft of the entire work is found on pages 1–39 in the Library’s online archive. On the 
final page, which I refer to as “Draft 39” or “D39,” Copland inscribed what appear to be the 
starting and completion dates of this continuity draft, “Feb 24–Apr 4, 1947,” and his estimated 
length, “14 min.”  
 
The sketches and continuity draft are not completely discrete, since it appears that Copland may 
have used some of his sketch pages again later, when he was working on his continuity draft. For 
instance Copland labeled Sketch 46: “10,” Sketch 47: “4,” and Sketch 48: “3.” At least two 
pages found within Copland’s continuity draft appear to be sketches (6 and 35), perhaps earlier 
ones. Two of Copland’s sketch pages that are back-to-back on a single sheet seem to have been 
cataloged out of order: Sketch 48 includes the conclusion of the first day and was likely created 
prior to Sketch 47, which includes the conclusion of the second day. Sketch 50 was probably 
composed before Sketch 49, which contains Copland’s first sketch of the work’s final phrase. 
Beside this final phrase, he wrote the word “end.” In both cases, these sketches are continuous. 
 
                                                
23 The online archive of the sketches can also be accessed via http://www.loc.gov/resource/copland.sket0027.  
24 See page 40 (the reverse side of page 41), where Copland simply indicates, “Sketches, ‘In the Beginning….”  
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Among Copland’s unusual notational practices is his notation of all the tenor parts in the bass 
clef, completely ignoring the convention that the tenor part should be written in treble clef 8va. 
Even when the tenor parts appear on a separate staff, they appear in the bass clef. On the other 
hand, Copland’s 1937 sketches for Lark do include tenor parts written in treble clef 8va.25 As he 
was unaccustomed to working with choral scores, perhaps Copland found it less confusing to 
audiate or play his score at the piano when he saw the higher men’s voices written in the bass 
clef.  
 
Despite these minor inconsistencies, in general, Copland’s pencil sketches reveal tremendous 
consistency of thought process and technique. Although occasional mistakes are present, these 
are relatively rare. Copland’s meticulous work allows for rich discoveries about his 
compositional process and thoughtful consideration of the Genesis text.  
                                                
25 Aaron Copland, Lark, sketches, Box 64, Folder 35.1, Aaron Copland Collection: Music Division, Library of 
Congress, Washington, DC. 
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CHAPTER 2—THE CONTEXT OF IN THE BEGINNING  
 
As it was commissioned for Harvard University’s 1947 Symposium on Music Criticism, Aaron 
Copland’s In the Beginning can best be understood by considering its historical context and its 
connections to Copland’s life experiences and personal philosophy. Copland’s educational 
background and Jewish heritage, as well as his significant relationships with Harvard University, 
with conductor Robert Shaw, and with his Parisian composition teacher, Nadia Boulanger, all 
played a role in the shaping of this distinctive choral work. The following sections discuss the 
impact of these relationships on Copland’s participation in Harvard’s Symposium and on the 
evolution of In the Beginning. 
 
 
THE HARVARD SYMPOSIUM ON MUSIC CRITICISM—FOSTERING “THE HIGHEST 
STANDARDS OF MUSICAL TASTE AND PERFORMANCE” 
 
At seventeen minutes, In the Beginning is the longest of Copland’s twelve choral compositions. 
Although his Four Motets (student works written in 1921) have a combined performance time of 
eleven minutes, Copland had not composed a single choral piece longer than six minutes prior to 
1946. He was, therefore, reluctant when A. Tillman Merritt, chair of the Harvard University 
Department of Music, wrote to ask whether he would “do Harvard the honor” of writing a 
fifteen- to twenty-minute a cappella choral composition for the Symposium’s second concert. 
Merritt indicated that he had made similar overtures to Hindemith and Vaughan Williams and 
revealed that the choral concert would be presented by the Collegiate Chorale and conducted by 
Robert Shaw.1     
                                                
1Merritt to Copland, April 29, 1946. See Appendix B.2.  
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Copland’s response to Merritt’s request expressed his considerable apprehension: 
The Symposium sounds grand, and I’m delighted that you have put me down among your 
plans. The reason I haven’t written sooner is because I have been having a struggle with 
myself as to whether I can take on the particular chore you propose.   
 
Must it be a cappella chorus or nothing? Is the chamber music concert all set, or is there a 
possibility that I might be switched over to that? I haven’t written any chamber music 
since 1943, and somehow it seems like a more attractive prospect than an extended choral 
work….  
 
If it must be a cappella chorus I’ll want a little more time to make up my mind one way 
or t’other, and in the interim will be scouting about for a proper text, which is half the 
battle anyway.2      
 
Merritt and Copland, both former students of Nadia Boulanger, knew each other well: Copland 
had taught composition at Harvard in 1935, when Walter Piston was on a leave of absence.3 
Copland had also spent the spring semester of 1944, when Piston was again on sabbatical, as 
Harvard’s Horatio Lamb lecturer, offering a series entitled “Music in America,” and teaching a 
few of Piston’s composition students.4  
 
In response to Copland’s query, Merritt persisted with his request that Copland write a choral 
piece: 
 
Dear Aaron: 
 
 I am delighted that you will do something for our Symposium.  We should, of course, be 
delighted to have you write a chamber work, but as the plans stand it would seem very 
much better if you would write something for chorus. I think the balance of composers 
would be much better. I am sorry to insist on this, but Walter [Piston] also feels that you  
have such a knack of selecting good texts that you will certainly be successful in your 
search for one. I have just heard from Hindemith who seems to be delighted at the 
prospect of writing a choral piece. In his letter he does not say exactly what text he is  
                                                
2 Aaron Copland to A. Tillman Merritt, New York, May 17, 1946, file # UAV 587.17, Box Bo-Cop, Harvard 
University Archives, Cambridge, MA. Courtesy of the Harvard University Archives. See Appendix B.3. 
3 “Copland Timeline 1900–1990,” Aaron Copland Collection, Library of Congress, Washington, DC. Accessed 
September 7, 2015. http://www.loc.gov/collections/aaron-copland/articles-and-essays/copland-timeline-1900-to-
1990/1931-1944/.  
4 Elliot Forbes, A History of Music at Harvard to 1972 (Cambridge, MA: Harvard University Department of Music, 
1988), 103–110. 
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thinking about, but Woody,5 who was in New Haven a week ago and saw Hindemith, 
said that he was very much excited about a chorus based on the story of Shadrach, 
Meshach and Abednego. Woody said that Hindemith wanted to set it in the original 
“Latin”! I tell you this because it may give you an idea. I have not yet heard from 
Vaughan Williams although I am not too surprised since mail is apt to take quite a time.  
 
Would it be all right to conclude now that you will do the choral piece?  You can let me 
know when you have decided definitely on the text what it will be.  There will be no 
question but what [sic] you will get a bang-up performance what with Shaw and the 
Collegiate Chorale coming for that program.  Of course, he is overflowing with 
enthusiasm about it…. 
 
After you have thought the choral problem over, let me know what you conclude.6  
 
 
 
Merritt’s cordial insistence that Copland compose a choral piece may have resulted, in part, from 
the ongoing hope that Olivier Messiaen would agree to compose a chamber work for the 
Symposium’s opening concert. 7 Merritt’s wish, which he seems to have retained several months 
into the planning process, may, in part, account for his refusal to accommodate Copland’s 
request to “be switched over” to the chamber music program. Furthermore, Merritt’s suggestion 
that Hindemith’s plan to set a biblical narrative from the Book of Daniel in Latin might give 
                                                
5 G. Wallace Woodworth, conductor of the Harvard Glee Club from 1933–1958. Harvard’s surprising notion that 
Copland, who had written so few choral works, had “such a knack for selecting good texts” may be the result of 
Copland’s having sent the completed score for Lark to “Woody” when it was first composed. Copland notes, “Sent 
to Woody, Ross, Engel & Schuman,” on his copy of the score, AC/LC, Box 64, Folder 35. 
6 A. Tillman Merritt to Aaron Copland, May 28, 1946, Box 403, Folder 8. AC/LC. See Appendix B.4. 
7 Olivier Messiaen to Tillman Merritt, Paris, August 18, 1946, Harvard University Music Department, Records of 
the Music Department, 1904–1959: correspondence, 1936–1959, UAV 587.17, Box 9. Courtesy of the Harvard 
University Archives.  
Messiaen writes: “Monsieur, J’ai bien reçu vos 2 lettres et votre telegramme, mais avec plusieurs mois de retard. 
Vous faites malheureusement erreur, je ne vous ai jamais promis de composer à votre intention une 1ère audition de 
musique du chambre: j’ai plus de 10 commands d’oeuvres pour orchestre ou musique du chambre, qui attendent dejà 
depuis fort longtemps, et mes concerts et voyages perpétuels m’empêchent de les exécuter.” 
English Translation: “Dear Sir, I have received your two letters and your telegram, but with several months’ delay. I 
fear you are mistaken, for I never promised to compose an original chamber work for you to premiere: I have more 
than ten orchestral or chamber commissions that have been waiting for quite some time, and which my endless 
concert schedule and travels have kept me from delivering.” In the end, the May 1 chamber music concert featured 
new compositions by Schoenberg, Martinů, and Piston. 
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Copland “an idea” could have led Copland to reconsider the text from Genesis, portions of which 
had also been the basis for Martha Graham’s original scripts for Appalachian Spring.8  
 
The Harvard Symposium had been conceived by Merritt and Richard F. French—his younger 
colleague and former student—as an international event of grand proportions.9 They articulated 
their vision in a “Preliminary Announcement,” which described music criticism’s potential for 
fostering understanding and appreciation among a broader spectrum of listeners: 
With the development of communications in recent years has come a vast increase in the 
number of people having access to music of all kinds.  Formerly almost the exclusive 
privilege of the large urban centers, good music is now reaching the small and more 
isolated communities, while in the great cities there is no level of economic or social 
privilege that it does not touch. 
 
Under these conditions musicians, artists, and all concerned with our country’s cultural 
life must feel a double urgency:  first, to help the new army of listeners by providing 
them with a greater number of competent guides and interpreters; and second, to foster 
those institutions upon which it is incumbent to maintain the highest standards of musical 
taste and performance. 
 
It is the purpose of the Symposium, through prepared papers and open discussion, to 
initiate a fundamental re-examination of the principles of music criticism and a 
discussion of critical problems which have been brought into prominence by conditions 
in modern society. 
 
In conjunction with the meetings of the Symposium, the Department of Music will 
present three concerts of new music.10  
 
 
 
Fundraising for the Symposium began in 1944. The event had originally been planned for the 
spring of 1946, but it ultimately took place May 1–3, 1947. During the spring of 1946, Merritt 
extended invitations to speak or compose new works to a diverse collection of writers and 
composers of international stature. Among these were Pablo Casals, Aaron Copland, T. S. Eliot,  
                                                
8 Pollack, Howard. Aaron Copland: The Life and Work of an Uncommon Man (Urbana, IL: University of Illinois 
Press, 2000), 421–22. Pollack writes, “Not surprisingly, some striking musical resemblances can be found between 
In the Beginning and the Graham ballet.” 
9 Forbes, A History of Music at Harvard, 103–110. 
10 Harvard University Department of Music, “A Symposium on Music Criticism: Preliminary Announcement.”  
  
   18 
E. M. Forster, André Gide, Myra Hess, Paul Hindemith, André Malraux, Thomas Mann, Olivier 
Messiaen, Arnold Schoenberg, Albert Schweitzer, Igor Stravinsky, Virgil Thomson, and Ralph 
Vaughan Williams. Many of these luminaries declined Merritt’s invitation and cited pressing 
commitments, health concerns, or the inability to travel to the United States the following spring. 
The final list of Symposium participants included Copland, Forster, Hindemith, Schoenberg, and 
Thomson; as well as speakers Roger Sessions, Edgar Wind, Olga Samaroff, Otto Kinkeldey, 
Paul Henry Lang, and Huntington Cairns; composers Bohuslav Martinů and William Schuman; 
and choreographer Martha Graham.11  
 
For drawing an international audience and attention to Harvard, the Symposium was considered 
one of Merritt’s “signal achievements” in his 40 years on the Music Department faculty.12 As a 
junior faculty member, Richard French edited the Symposium papers, which were published by 
the Harvard University Press in 1948. In his preface, French firmly asserts that the Symposium 
was intended as an “initial impulse to a succession of thoughts and actions that might contribute 
to the music critic’s effectiveness in our musical life.” He concludes that institutions of higher 
education will only be able to contribute to reviewers’ usefulness in music and the arts if the 
“academic humanities can recapture a vital relationship with the contemporary.”13   
 
                                                
11 Response letters from each of these writers and artists appear in the Harvard University Archives files on the 
Symposium, #UAV 587.17, Box Si-T. 
12 “Former Music Prof Dies at Age 96,” The Harvard Crimson, November 4, 1998. Also Elliot Forbes, David G. 
Hughes, Robert D. Levin, John M. Ward, and Christoph J. Wolff, “Faculty of Arts and Sciences Memorial Minute,” 
May 19, 1991. Both accessed online May 1, 2014. http://www.thecrimson.com/article/1998/11/4/former-music-prof-
dies-at-age/ and http://news.harvard.edu/gazette/1999/06.03/merritt.html.  
13 Richard F. French, ed., Music and Criticism: A Symposium, Cambridge, MA: Harvard University Press, 1948, vi–
viii. 
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Copland had articulated related concerns fifteen years earlier in his 1932 Modern Music article, 
“The Composer and His Critic,” which exhorted American music critics to become more familiar 
with American composers’ works. Copland claimed: 
It is my contention that the music critics of our country have only superficial knowledge 
of the music of our best known contemporary composers, whether they be radicals or 
conservatives, and that they are absolutely ignorant of the greater proportion of the music 
written in America during the past ten years.14  
  
Merritt’s intentions for the Symposium are likely to have resonated with Copland’s own 
perspective and frustrations and may have been one incentive in Copland’s decision to 
participate.  
 
Merritt’s initial letter to Copland had emphasized that the evening concerts were being offered 
“solely as entertainment for our guests.” He explained further: “it is not our intention or our wish 
that this music should have any direct connection with any of the formal discussions.” Yet the 
Symposium sought “to foster those institutions upon which it is incumbent to maintain the 
highest standards of musical taste and performance.” This statement of purpose implicitly 
endorsed the event’s commissioned pieces and performers as exemplars of musical excellence. 
Such a strong endorsement from his colleagues at one of the world’s leading universities may 
have swayed Copland to accept Merritt’s conditions, despite his own misgivings about his ability 
to fulfill them.  
 
Although he had agreed to Merritt’s terms, Copland struggled to fulfill the parameters of an 
extended work setting a Hebrew text. In his commission letter, Merritt indicates that Shaw had 
requested rehearsal scores by February 1, 1947. He asks to have Copland’s score in his hands a 
                                                
14 Aaron Copland, “The Composer and His Critic,” Modern Music. 
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month sooner, to give him time to have the parts copied for the singers.15 Although the first page 
of Copland’s preliminary sketch for In the Beginning bears the date “Nov 21 ‘46” in its upper 
left-hand corner, he came to an impasse and concluded two months later that he would be unable 
to satisfy the commission. On January 16, 1947, Copland ruefully wrote to Merritt,  
This is a very unhappy moment for me. I am faced with the necessity of writing you that I 
find it impossible to carry out the commission for the May Symposium concert…. The 
reason is simple: I was unable to find a text that was suitable…. I try to console myself 
with the thought that in the past I’ve always managed to execute all commissions 
accepted. Too bad that Harvard must be the scene of my first debacle.  
With all my regrets,16  
 
Copland’s letter focuses on his lack of familiarity with Hebrew texts and his discomfort 
with his attempts to set the Bible to music, a subject that I will address in greater depth in 
the final section of this chapter, which considers the Copland family’s Jewish heritage 
and practices.  
 
Copland’s frank confession resulted in several dialogues and a temporary substitution of text in 
order to salvage the commission. Upon receiving Copland’s letter, Merritt apparently telephoned 
Robert Shaw, who must have recommended alternative ideas. On January 22, Merritt wrote a 
letter thanking Shaw for his “suggestions yesterday morning over the telephone in regard to 
Copland’s piece, or pieces.”17 Merritt’s phrase, “piece, or pieces,” suggests that Shaw may have 
recommended that Copland be encouraged to write a set of shorter a cappella pieces similar in 
length to Lark and other previous choral compositions. Merritt then communicated with 
Copland, who responded four days later: 
                                                
15 Merritt to Copland, April 29, 1946. 
16 Copland to Merritt, Cambridge, MA, January 16, 1947, “Records of the Symposium on Music Criticism, held 
May 1–3, 1947, at Harvard, 1946–1948 (inclusive),” Box 1, Folder C. A. Tillman Merritt Collection, Eda Kuhn 
Loeb Music Library, Harvard College Library, Harvard University. See Appendix B.5. 
17 A. Tillman Merritt to Robert Shaw, Cambridge, MA, January 22, 1947, Box 1, Folder S., TM/Harvard. See 
Appendix B.6. 
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Thanks for your recent letter, and for being so understanding. 
I think I’ve settled on doing a poem of Archie MacLeish’s: The States Talking. 
Perhaps you know it. The thing that attracts me is the dramatic choral possibilities it has. 
Still, I am not absolutely certain it will be that poem, so please reserve public 
announcement for later.  
Just wanted you to know I was thinking about the whole problem—and in a more 
optimistic frame of mind.18 
 
 
Ultimately, Copland returned to his November sketches setting the Genesis text and found 
himself “hiding” in Boston for six weeks in order to honor his commission. In his autobiography, 
Copland writes,  
It was brave of me to accept a commission for a choral work to be premiered at a 
Symposium on Music Criticism at Harvard in May 1947, never having composed 
anything of length for chorus. If I was going to have the work ready in time, I had to get 
away from New York. Verna and Irving Fine lived in Cambridge, and Verna’s mother, 
Florence Rudnick, had a comfortable apartment in Boston, which she left in the winter 
months. Verna arranged for me to use Mrs. Rudnick’s place while she was in Florida 
from February through April 1946 [sic], and they agreed “not to tell a soul.” I wrote to 
Verna, “I plan to use the BSO as an address, and to be mysterious about my real 
whereabouts. It’s come to this! A nice simple guy like me.” …I finished the score just in 
time for the rehearsals at the end of April 1947.19  
 
 
Copland typically sought out a quiet space in which to compose, but on this occasion, he wished 
to be completely sequestered.  He wrote to his hostess at least twice during his stay: 
Dear Flo Rudnick: 
Its [sic] incredibly nice of you to let me use your charming apartment.  I’ve been here a 
full day and I know I’m going to enjoy my stay.  It will be a kind of ‘retreat’ for me – 
particularly if I can succeed in avoiding the telephone.  Many many thanks for your 
kindness.20  
 
 
 
 
                                                
18 Copland to Merritt, January 26, 1947, Box 1, Folder C., TM/Harvard. See Appendix B.7. I am grateful to David 
Travis for sharing his unpublished paper, “In the Beginning: Copland’s American Genesis” (November 4, 2013), in 
which he describes the text Copland considered substituting: Archibald MacLeish’s 1941 radio drama “The States 
Talking,” a response to Hitler’s denunciation of the “melting pot” of American society.  
19 Copland and Perlis, The Complete Copland, 187–88. 
20 Aaron Copland, Boston, to Florence Rudnick, Florida, February or March 1947, Box 305, Folder Rud. AC/LC.  
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Copland’s second letter is dated March 15, 1947: 
 
 Dear Florence: 
 Thanks so much for sending the Pecan Roll—though I don’t know what I did to 
 deserve it.  I love pecans! 
 Everything goes well here. I’ve had compliments from the maid on how ‘neat’ I am.    
 But even better—I’ve been working well and the phone never rings.21  
 
 
In the Beginning was completed between February 24 and April 4, 1947, the dates Copland 
inscribed on the last page of his completed continuity draft.22 Once he was able to escape the 
ringing telephone and disconnect from his world of commitments, Copland was able to compose 
effectively, with a result that apparently pleased him. After finishing In the Beginning, Copland 
returned to New York and sent Merritt a note to request that Harvard print the text for the 
program exactly as he had set it. He continues, “I’m sorry I didn’t get a chance to play you the 
piece before leaving—but then, you can read notes! Any way I hope you’ll be a well-pleased 
‘begetter.’ Best to you—and thanks for your patience.”23 
 
COPLAND’S STUDENT YEARS WITH NADIA BOULANGER—A FORMATIVE 
INFLUENCE 
 
In addition to the prestige of Harvard’s planned Symposium, pressure from his colleagues, and 
the brilliance of Robert Shaw’s choral instrument, Copland’s memories of his student motets, 
composed for Nadia Boulanger, may also have been a factor in his fulfillment of Harvard’s 
choral commission. While Copland’s compositional style had evolved considerably by 1947, In 
the Beginning, an extended motet, retains characteristics and structural elements of these shorter 
                                                
21 Aaron Copland, Boston, to Florence Rudnick, Florida, March 15, 1947, Box 305, Folder Rud. AC/LC. Also 
accessed September 6, 2015. http://www.loc.gov/resource/copland.corr0588.0. 
22 In the Beginning, sketches. Draft 39, Box 31, Folder 59.3. Original format: 51 pp., various sizes. AC/LC. 
Accessed September 2, 2015, http://www.loc.gov/resource/copland.sket0027/?sp=39. 
23 Copland to Merritt, April 18, 1947, “Records of the Symposium on Music Criticism, held May 1–3, 1947, at 
Harvard, 1946–1948 (inclusive),” Box 1, Folder C. TM/Harvard. Appendix B.10. 
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student motets based on biblical texts. Although he was offered a full-time teaching position at 
Juilliard; served as a lecturer at Harvard in the 1930s, 1940s, and 1950s; and received more than 
40 honorary doctorates, Copland never attended college or conservatory. His post-secondary 
education was nonetheless rigorous, for he spent his “college years” (1921–1924) as a student of 
Boulanger, the formidable Parisian teacher with whom he remained in close contact until her 
death in 1979.  
 
Upon returning to the United States, Copland wrote an article for Musical America entitled, 
“What Europe Means to the Aspiring Composer,” in which he described the meticulous training 
of the Conservatoire de Paris, similar to the training he had received under Boulanger: sight-
singing in seven clefs, transposition, dictation, harmony, fugue, orchestral score–reading, and 
orchestration.24 Only after having mastered these disciplines was a student permitted to begin 
studying composition. For an American student, this process might feel like “going back to the 
bottom of the ladder in order to begin learning a branch of his art which he had never taken 
seriously.”25 
 
Copland’s studies with Boulanger included his first in-depth experience with writing choral 
music. Copland’s Four Motets, setting texts adapted from the Psalms, were composed in Paris in 
1921. They remained unpublished “student works” until 1979, when Copland was persuaded to 
allow Boosey & Hawkes to publish them. The composer then sent them to Boulanger “as a kind 
of sentimental remembrance, and with all my affection.”26  
                                                
24 Aaron Copland, “What Europe Means to the Aspiring Composer,” Musical America, January 3, 1925, 15, 27. 
25 Ibid.  
26 Aaron Copland to Nadia Boulanger, July 9, 1979, AC/LC, accessed May 26, 2014. 
http://loc.gov/collections/aaron-copland/.  
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Copland’s execution of Boulanger’s composition assignment had many facets, including the use 
of clefs, orchestration, and a public performance. Copland’s 1921 holograph manuscript’s cover 
page indicates, “N. B. —Words have been arranged from the Bible” (Facsimile 2.1.1).27 He 
wrote out an additional ink score, labeled “4 motets – sans paroles,” in soprano, alto, tenor and 
bass clefs, with vocal texts in pencil.28  
 
Facsimile 2.1.1 Aaron Copland’s Four Motets—holograph cover page, AC/LC  
 
 
In all, the Library of Congress’s collection includes seven holograph manuscripts of these 
motets, plus a set of instrumental parts labeled: v1, v2, alto, vc, bass, flute, hautbois, clarinette en 
si b, basson, trompette en ut, cor en fa, and trombone.29 In addition, there are 26 individual vocal 
parts (8 soprano, 8 alto, 5 tenor, 5 bass) copied in many different hands, with occasional French 
                                                
27 Aaron Copland, Four Motets (1921–1922), Box 1, Folders 4–4.6, AC/LC. Kevin LaVine, Music Division, Library 
of Congress, e-mail with author, April 28, 2014, provides details of multiple scores.  
28 Aaron Copland, Four Motets, Box 1, Folders 4–4.1. 
29 Aaron Copland, Four Motets, instrumental parts, Box 1, Folder 4.11. 
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“transliterations” of English words.30 These performance parts, apparently transcribed by 
individual singers, may have been used by members of the Paris-American-Gargenville Chorus 
for the November 1924 premiere, conducted by Melville Smith, who appears on the right in 
Plate 2.1.2. At the time, Nadia Boulanger reportedly wrote to Copland, saying, “after daily 
rehearsals under Melville Smith the chorus has really done marvelously. Those motets sound in 
the voices in a stunning manner.”31 Copland and his fellow students of the 1920s “Boulangerie” 
had clearly invested significant time and effort in these Four Motets. 
 
 
 
Plate 2.1.2 Photograph inscribed on back: “Nadia Boulanger with pupils at Fontainebleau:  
Summer of 1921, left to right: Zo Elliott, Harrison Kerr, N. B., Aaron Copland, Melville Smith,” AC/LC32  
 
 
In his autobiography, Copland asserted that he had dedicated In the Beginning to Boulanger, 
despite the fact that the published score lists no dedication. He sent her a score, inscribed with 
the note, “For Nadia with all my affection, Aaron Copland, May 1947” (Facsimile 2.1.3).33  
                                                
30 Aaron Copland, Four Motets, vocal parts, Box 1, Folders 4.7–4.10.  
31 Mentioned by Pollack, Philip Ramey, and by Marie Stultz in Marie Stultz, ed., “The Choral Music of Aaron 
Copland: Celebrating the 100th Birthday of One of America's Premiere 20th Century Composers” in Choral 
Newsletter, Spectrum Music, (Winter 2000–2001).” Accessed September 6, 2015. http://www.spectrum-
music.com/CRWinter2000-01.html.  
32 Photograph, Nadia Boulanger with students, summer 1921, AC/LC, Box 478, Folder 12, unidentified 
photographer.  
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Facsimile 2.1.3 In the Beginning, title page, with inscription to Nadia Boulanger, AC/LC 
 
 
ROBERT SHAW’S “INSTRUMENT AND PROVING GROUND FOR NEW AMERICAN 
CHORAL WORKS” 
 
The commission parameters that led Copland to compose In the Beginning were quite 
extraordinary for the 1940s. One might wonder what had prompted Merritt to request such a 
lengthy a cappella composition, and one based on Hebrew literature, no less. The answer may lie 
in an April 1946 conversation between the Harvard Music Department’s chair and the Collegiate 
Chorale’s conductor, Robert Shaw. Following that meeting, Merritt wrote to Shaw: 
This letter is to confirm my verbal invitation to you and the Collegiate Chorale to take 
part in the second concert of our Symposium, performing the proposed works by 
Hindemith, Copland and Vaughan Williams. I like very much your suggestion for gaining 
contrast in the three different compositions. I shall invite Hindemith to write a piece of 
fifteen or twenty minutes in length for chorus and brass, let us say about half a dozen 
instruments; I shall ask Aaron to write a piece of about the same length a cappella; and I 
shall ask Vaughan Williams if he will write a piece, again of about the same length, for 
chorus and organ. In the last composition there may even be solos, as I doubt there will 
be in the other two. Such a program is extremely exciting to think about.34 
                                                                                                                                                       
33 Copland, In the Beginning, photostat of holograph score, with ink dedication to Boulanger.  
34 A. Tillman Merritt to Robert Shaw, April 24, 1946, TM/Harvard. See Appendix B.1.  
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Thus, it appears that twenty-nine-year-old conducting sensation Robert Shaw provided the 
parameters for the Symposium’s three commissioned works. When Merritt and Shaw met, Shaw 
was immersed in preparing the premiere of Paul Hindemith’s opus, When Lilacs Last in the 
Dooryard Bloom’d, an hour-long musical response to the horrors of World War II and the death 
of President Roosevelt. At the urging of Julius Herford, The Collegiate Chorale had 
commissioned Hindemith’s “Requiem for Those We Love,” a setting of Walt Whitman texts, for 
a world premiere on May 14, 1946.35 In a New York Times article, Shaw praised Hindemith’s 
opus as the product of a “profoundly organized musical mind,” yet one nonetheless characterized 
by “vitality and spiritual eloquence.”36 The conductor continued,  
What we have faced—many of us for the first time—is the awareness that logic does not 
militate against the expressiveness of music. The fact that music is built with a mind and 
craftsmanship and a sense [of] order, the fact that its construction is calculable upon 
earnest study, does not in any way decrease the degree of its “inspiration” or leave it 
emotionally sterile… Paul Hindemith’s “Lilacs,” I feel, has disclosed that if music is to 
have life, it will be gained by an increasing awareness to [sic] the beauty and spiritual 
quality of the informing architectures.37 
 
 
It seems natural that Shaw, in the throes of preparing this work he greatly admired, would have 
recommended Hindemith, Merritt’s colleague at Yale University, for one of the Symposium’s 
commissions. The spirituality that Shaw perceived through his intense study of Hindemith’s 
extended choral work may be similar to the qualities that attracted him to Copland’s choral 
writing.  
 
Copland and Shaw were well acquainted; the Collegiate Chorale had premiered Copland’s Lark 
on April 13, 1943, in an a cappella program that had also featured a premiere of Hindemith’s Six 
                                                
35 Joseph A. Mussulman, Dear People . . . Robert Shaw: A Biography, Chapel Hill, NC: Hinshaw, 1996, 64–65. 
36 Robert Shaw. “Aims of Choral Singing: Director of Collegiate Group Discusses Paul Hindemith’s New Work.” 
New York Times May 05, 1946, X5 http://search.proquest.com/docview/107662367?accountid=14553. 
37 Ibid. 
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Chansons, as well as a performance of Darius Milhaud’s Two Cities.38 The Hindemith and the 
Copland compositions and performances both received glowing reviews in several New York 
papers, and led one reviewer to comment, “With a wieldy young chorus like Mr. Shaw’s 
available for turning fresh-minted art into living tone, composers like Hindemith and Copland 
ought to go on writing more scores in similar vein.”39 Copland was one of twenty members of the 
Chorale’s Honorary Sponsoring Committee, along with composers and conductors Samuel 
Barber, Leonard Bernstein, Norman Dello Joio, Lukas Foss, Paul Hindemith, Dimitri 
Mitropoulos, William Schuman, Bruno Walter, and Fred Waring.  
 
In 1946, the Chorale’s stated mission included the intent “to provide the instrument and the 
proving ground for new American choral works, to stimulate an American choral literature” (see 
season brochure excerpts, Plate 2.1.4). 
 
 
 
Plate 2.1.4 Excerpts from Collegiate Chorale Brochure, Season 1946–1947, RS/Yale40 
 
 
                                                
38 Mussulman, 41–42. 
39 Louis Biancolli, “Collegiate Chorale Unit Wins Again,” New York World-Telegram, April 14, 1943. Found in 
Copland’s clipping file, Box 404, Folder 9, AC/LC.  
40 Collegiate Chorale, “Season Brochure, 1946–1947,” Box 372, Folder 1, MSS 86, Robert Shaw Papers, Irving S. 
Gilmore Music Library, Yale University, New Haven, CT. 
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In his New York Times essay, Shaw had been bold enough to ask and answer the question: “How 
does a work of such dimensions [as Hindemith’s Lilacs] come to be written for chorus?”  
[T]he answer … lies in the philosophy of the Collegiate Chorale. We propose that the 
choral art is for this time and for the American people a musical expression of the first 
rank…. Along with other choruses throughout the country, the Chorale is interested in 
adding to the unique social and recreational values of choral singing the heightened 
values of musical excellence—in technique and repertoire.41  
 
 
Shaw then forcefully affirmed that “the composers, and not the performers—are the real value of 
a musical culture” and that they should be paid “for composing.” Each year, the Collegiate 
Chorale planned to commission one to two major choral and orchestral works, plus six to ten 
shorter works, for the chorus to sing a cappella or with piano accompaniment.42 By 1946, the 
Chorale had not only earned the respect of Toscanini and received glowing reviews in the New 
York Times, but the ensemble had also premiered compositions by Copland, Hindemith, 
Milhaud, Foss, Dello Joio, Schuman, Paul Creston, and Marc Blitzstein.43 
 
In his effort to persuade Copland to compose a choral work for the Symposium after all, Merritt 
reminded him of Shaw’s musical prowess and assured him that his requested commission would 
receive a “bang-up performance” (see letter excerpts on page 16 and in Appendix B.4). At the 
bottom of Merritt’s letter, Aaron Copland scribbled the note, “with him Lark,” presumably to 
remind himself of the Chorale’s 1943 concert premiere of his 1938 composition, Lark.44  
 
Prior to 1946, Aaron Copland had not composed any vocal music that would have prepared him 
to write an extended a cappella work for chorus. Nonetheless, Robert Shaw’s experience with 
                                                
41 Shaw, “Aims of Choral Singing.” 
42 Ibid. 
43 Excerpt from Collegiate Chorale, “Season Brochure, 1946–1947,” 2. See Appendix B.12 for full brochure.  
44 Merritt to Copland, May 28, 1946. See Appendix B.4. 
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Copland’s Lark must have convinced him that Copland could craft a work well-suited to the 
Collegiate Chorale; and Merritt trusted Shaw, the brash young conductor with the stellar 
reputation. Thus Merritt held firm, despite Copland’s protestations. Without the strong 
convictions of these two musicians, Copland would not have composed his most significant 
choral work.  
 
Copland and Shaw may have discussed plans for Harvard’s commission during the summer of 
1946, when the Berkshire Music Festival resumed its six-week summer program at Tanglewood 
after a three-year hiatus during World War II. That summer, Boston Symphony Orchestra 
conductor and the music festival’s director Serge Koussevitzky hired Shaw to join the choral 
conducting faculty while Hugh Ross was preparing the opera chorus for the premiere of 
Benjamin Britten’s Peter Grimes.45 Copland returned as head of the composition department and 
also became assistant director of the Berkshire Music Center. Ned Rorem, a student of 
composition that summer, describes the music festival’s collaborative ambiance: 
For the first time since the war, Tanglewood reopened like a great flower in June of 1946 
with a vigorous sense of liberation and fertility rife in all the arts. I have never ever felt 
such a collective purposefulness and camaraderie as was displayed during those six 
weeks on that handsome campus.46  
 
 
Similarly, Lorna Cooke deVaron reports, “Tanglewood was very, very exciting when it began 
again” after the war, yet she also describes the choral division’s “tug-of-war” between the “opera 
people” and Shaw’s students: “Shaw had his own little bailiwick with his own little group, and 
we were fiercely loyal, and very proud of what we were.”47 She mentions that this small 
                                                
45 Peggy Daniel, Tanglewood: A Group Memoir (New York: Amadeus Press, 2008), 149–50.  
46 Ned Rorem, Knowing When to Stop: A Memoir (New York: Simon & Schuster, 1994), 292.  
47 Lorna Cooke deVaron, interview with the author, April 14, 2014. During the summer of 1946, deVaron was the 
only female conductor in Shaw’s class of eighteen choral conducting students.  
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ensemble sang six hours every day and gave Saturday afternoon concerts each week under 
Shaw’s baton.48 The 1946 chamber chorus concerts featured several works by Bach and Brahms, 
as well as pieces by Billings, Beethoven, Schubert, Hindemith, Milhaud, Poulenc, Schuman, and 
Dello Joio, as well as spirituals arranged by Dawson and Shaw.49 As the festival’s assistant 
director, Copland would have had the opportunity to attend these weekly concerts, to observe 
Shaw’s rehearsal techniques and results in performance, and to consider these in planning his 
choral composition for the Harvard Symposium concert. 
 
Both Shaw and Copland must eventually have been pleased with their collaboration on In the 
Beginning. Within a year and a half of the Harvard premiere, Shaw had taught and programmed 
the work several times, both with singers from the Collegiate Chorale and with ensembles at 
Tanglewood and Juilliard. The Collegiate Chorale’s chamber ensemble, which eventually 
became the Robert Shaw Chorale, took the work on tour in 1948.50 Copland clearly remembered 
Shaw’s inaugural performance fondly when he wrote in January 1964, 
Dear Bob, 
The other day I heard a broadcast of your recent recording that includes 
the Ives and Schoenberg. It put me in mind to write you concerning IN THE 
BEGINNING. 
I’ve never forgotten the brilliant performance you gave when the piece 
was brand new. Since that time it has been sung by lots of choruses both here and 
abroad. 
I wonder if you know that there doesn’t exist any commercial recording of 
the work. I thought I’d bring this to your attention because I think many people 
would be interested in acquiring such a recording and nobody could do it better 
than you can.51 
                                                
48 deVaron, interview with the author.  
49 Robert Shaw, “A Concert of Music for Chorus,” Berkshire Music Center, five concert programs dated July 6, July 
13, July 20, July 27, and August 3, 1946; Boston Symphony Orchestra Archives: TMC 16, Tanglewood Music 
Center Annual Reports, 1946, Boston, MA. I am grateful to Bridget Carr, Senior Archivist with the Boston 
Symphony Orchestra, for sending me these programs. 
50 Author’s unpublished manuscript on Copland’s In the Beginning contains further information about this tour. 
51 Aaron Copland to Robert Shaw, January 15, 1964, Box 281, Folder 10, MSS 86, RS/Yale. See Appendix B.11. 
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Robert Shaw did not follow through in response to Copland’s request, yet his papers at Yale 
University include an archival recording of the work’s second performance in Carnegie Hall on 
May 19, 1947.52 The rendition is presumably quite similar to that of the premiere seventeen days 
earlier and is, indeed, dramatic and compelling. Lorna Cooke deVaron, chair of the New England 
Conservatory choral department from 1947–1988, prepared the conservatory’s chorus for the 
1965 recording of the work conducted by the composer.53 She recalls that because she had 
studied with Shaw at Tanglewood in 1946, at the Collegiate Chorale’s 1947 Harvard premiere, 
she was privileged to sit near the singers “in back of the scrim, as close as I am to you!” While 
she found Shaw’s performance of Hindemith’s Apparebit repentina dies to be exciting, “clearly 
In the Beginning was the star, the stunner…the masterpiece.”54 Shaw continued to program In the 
Beginning through nearly five decades, even though he did not opt to make a commercial 
recording of the work.55 
                                                
52 Robert Shaw, In the Beginning. Aaron Copland. May 19, 1947. Carnegie Hall. New York. Original recording: test 
pressing. Robert Shaw Papers. Irving S. Gilmore Music Library. Yale University. New Haven, CT. 
53 Aaron Copland et al., A Copland Celebration. Vocal and Choral Works Vol. 3. New York, NY: Sony Classical, 
2000. (In the Beginning recorded in 1965.) Online archives of the Lorna Cooke deVaron Collection, New England 
Conservatory Archives. Boston, MA, include a facsimile of Copland’s response to “Cookie” on March 10, 1964, 
accepting her invitation to conduct and record In the Beginning the following year. Accessed August 23, 2015. 
https://www.flickr.com/photos/27770344@N02/sets/72157626294866254/.  
54 deVaron, interview with the author.  
55 Shaw conducted several performances of In the Beginning in the 1980s and 1990s: one in July 1986 with a 
summer Workshop Choir at Westminster Choir College in Princeton, NJ; four performances with the Robert Shaw 
Festival Singers—three in France during the summer of 1992, and one for the March 1993 American Choral 
Directors Association Convention in San Antonio, Texas; and two performances with the Robert Shaw Chamber 
singers in Spivey Hall, Morrow, GA, in May 1994. See cards documenting Shaw’s performances of In the 
Beginning in “Subseries C. Shaw’s Conducting Performances 1953–1998,” index card file, Box 401, RS/Yale.  
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COPLAND’S JEWISH IDENTITY—“THE PROBLEM OF THE ASSIMILATED ARTIST” 
 
We can only speculate on Copland’s motivation in disregarding Merritt’s request for a Hebrew 
setting and choosing instead a biblical text in English. Howard Pollack proposes that Copland’s 
affinity for the King James text’s grandeur, optimism, humanism, and stylized rhetoric may have 
led him to select it rather than the requested Hebrew text.56 In general, Copland scholars offer 
very limited discussion of the composer’s Jewish heritage or identity, which were important 
facets of his character. The absence of scholarly consideration of Copland’s Judaism suggests 
that many scholars view Copland as an assimilated Jew whose religious background had very 
little bearing on his compositions. In casual conversation, several of my conducting colleagues 
have speculated that Copland’s lack of familiarity with Hebrew probably led him to select a text 
in English. I contend that this is not a definitive argument, and that other factors influenced 
Copland’s decision. 
 
Copland’s desire to promote “authentic” American music and to be recognized as an American 
composer rather than as a Jewish composer may have greatly influenced his choice of text for 
this prestigious international symposium premiere. According to Vivian Perlis, the co-author of 
Copland’s autobiography,  
There was certainly a sense that he really didn’t particularly want to work with Jewish 
materials or Hebrew music. He just felt it was too narrow a scope for him…. He didn’t 
want to limit himself…. On the other hand, does that have anything to do with the fact 
that he consciously looked for an American sound?  I think it probably does.57  
 
 
Perlis also spoke about the desire of many first-generation eastern-European immigrant artists to 
become American success stories and “to get away from their Yiddish-speaking grandmothers 
                                                
56 Pollack, Aaron Copland: The Life and Work, 421–22. 
57 Vivian Perlis, interview with the author, August 6, 2002, New Haven, CT, minidisc recording.  
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and their parents with an accent.” She believes that this yearning to liberate themselves from 
their Russian or eastern-European origins prompted these artists to leave behind the association 
of being Jewish. She also explained that in some quarters, vestiges of anti-Semitism were still “in 
vogue” and “stylish” in the 1940s. Perlis elaborated on Copland’s particular perspective: 
He was very proud of being a man of the world, of being able to be part of a large, 
humanitarian [community], in his whole feeling about France, for example. French came 
into his speech. Yiddish did not. He said, “Why would I want to write more of what I was 
familiar with? It’s more interesting to write about cowboys and the West than it is to 
write about something that I grew up with.” Now that sounds defensive on his part, but he 
was very honest.58 
 
 
Copland came from a Lithuanian immigrant family whose surname, Kaplan, was anglicized 
when his father, Harris Copland, emigrated from Lithuania to the United States at age 
seventeen.59 His mother Sarah’s grandparents had emigrated from Lithuania to Palestine. In 
naming him “Aaron,” his parents followed the Jewish custom of perpetuating the name of a 
recently deceased relative: his maternal grandfather, Aaron Mittenthal, who had died in 1896.60 
Although the Copland family is thought to have had a secular approach to Judaism, as they were 
known to work in their store on the Sabbath,61 records indicate that Copland’s parents, Harris and 
Sarah, along with their family, were deeply engaged in the life of their synagogue. In his 
autobiography, Copland recalled, “By the time I was almost thirteen and being readied with 
Hebrew lessons for my Bar Mitzvah, my father had been president of the synagogue for several 
                                                
58 Perlis, interview with the author, August 6, 2002. 
59 Copland and Perlis, The Complete Copland, 2–3. Several theories exist regarding this name change. Further 
discussion can be found in Edward T. Cone, “Conversation with Aaron Copland,” Perspectives of New Music, VI:2 
(Spring–Summer 1968), 52–72 (57); reprinted in Perspectives on American Composers, ed. Benjamin Boretz and 
Edward T. Cone (New York: W. W. Norton, 1971), 131–46.  
60 Ibid.  
61 Copland and Perlis, The Complete Copland, 6. Also personal conversation with Marilyn Jaye, Kerhonkson, NY, 
July 12, 2007, minidisc recording. Jaye stated that she is Copland’s “first cousin, once removed.” Her paternal 
grandmother, Lillian Copland, was Harris Copland’s sister. 
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years.”62 Brooklyn’s Congregation Baith Israel Anshei Emes and its rabbi, Israel Goldfarb 
(1880–1967), held a very significant place in Copland’s childhood and early musical career. 
Judith Greenwald and Carol Levin, historians for what is now known as the Kane Street 
Synagogue, have documented Harris Copland’s role as a leader in the Baith Israel Anshei Emes 
congregation through at least three decades, as well as young Aaron’s participation in its 
religious and Hebrew school classes.  
 
HARRIS M. COPLAND—SYNAGOGUE “LIFE TRUSTEE” 
 
Throughout Copland’s formative years, Harris and Sarah Copland dedicated themselves to 
ensuring their synagogue’s survival and, ultimately, its long-term growth and success. 
Brooklyn’s Congregation Baith Israel had been founded in 1856, and six years later, its members 
had built a synagogue at the corner of Boerum Place and State Street. Beginning in the 1860s, 
however, some members were drawn to Judaism’s new Reform movement and seceded from the 
congregation, which caused the synagogue’s membership to decline significantly. By the early 
1900s, membership had dwindled to thirty, financial resources were limited, and the “Boerum 
Street Schule”63 was in disrepair. At one point, when the building was shut down for safety 
reasons, Harris Copland arranged for Sunday school classes to be held in the Brooklyn 
Athenaeum.64  
                                                
62 Copland and Perlis, The Complete Copland, 8. 
63 Schule or shul is the Yiddish word for “synagogue.” When four-year-old Aaron Copland first enrolled in 
Congregation Baith Israel Anshei Emes’s Sunday school in January 1905, classes were held at the Boerum Street 
Schule.  
64 Carol Levin, ed., “The Copland Family and BIAE,” in “Cultural Programs,” issue 43, The Synagogue Journal 
1856–2006, October 27, 2006. Accessed August 26, 2015. http://kanestreet.org/wp-
content/uploads/2009/02/binder43_cultural.pdf. Levin gathers details from synagogue ledgers, Joseph Goldfarb, and 
the original Copland/Perlis biography, Copland 1900 Through 1942, St. Martin’s/Marek, 1984. 
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Harris Copland was not only the chairman of Baith Israel Sunday School, but also one of the 
synagogue’s officers. During his tenure, the board decided to sell the Boerum Schule and 
purchase property from the German Evangelical Lutheran Church at the corner of Harrison (now 
Kane) Street and Tompkins Place (photograph, Plate 2.2.1). Originally constructed in 1855 by 
the Middle Reformed Protestant Dutch Church, the property consisted of three buildings in 
Romanesque Revival style, including an 864-seat sanctuary. At the time of the purchase and 
dedication, on Washington’s Birthday, 1905, “H. M. Copland” is listed as “Treasurer.”65 The 
Coplands are among twelve families named as having given “generous and liberal donations” to 
make the purchase possible. In 1928, this edifice became known as the Kane Street Synagogue.  
 
Harris Copland had served as a trustee throughout the pivotal period when the new building was 
acquired and a dynamic new rabbi was hired. He was elected treasurer in 1903, vice-president in 
1905, and president in 1907; thus, he was active as a synagogue officer throughout young 
Aaron’s childhood.66 During Harris Copland’s tenure as president (1907–1909), two 
congregations were united under one roof. Harris Copland and Rabbi Goldfarb were likely 
engaged in delicate negotiations to bring about the successful merger of the ultra-conservative 
Talmud Torah Anshei-Emes and the somewhat more progressive Congregation Baith Israel. 
Although men and women were permitted to sit together in the combined congregation, the front 
left section of the sanctuary was reserved for the Orthodox men of Anshei-Emes.67  
                                                
65 Israel Goldfarb, event program, “Grand Bazaar, Congregation Baith Israel Anshei Emes, in Celebration of the 
Sixtieth Anniversary of Its Founding,” 1916. Courtesy of Judith R. Greenwald. Rabbi Goldfarb’s history chronicles 
the events of 1905 according to the calendar of holidays, both Jewish and American.  
66 Kane Street Synagogue archives, “Trustee Minutes.” Courtesy of Judith R. Greenwald. 
67 Kane Street Synagogue: Congregation Baith Israel Anshei Emes. “Our History,” accessed September 11, 2015, 
http://kanestreet.org/about/history 
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Plate 2.2.1 Exterior photo of church edifice, purchased in 1905, KSSA68 
 
 
 
Harris Copland served as the first president of the newly organized Congregation Baith Israel 
Anshei Emes. In 1908, to celebrate the merger, Harris Copland led the combined congregation 
and community in a festive procession through the streets of South Brooklyn. A marching band 
heralded the horse-drawn carriages that carried the Torah scrolls belonging to Anshei-Emes from 
Degraw Street to the new synagogue on Harrison Street. There a solemn dedication service was 
                                                
68 Kane Street Synagogue archives, courtesy of Judith R. Greenwald.  
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held.69 In 1936, after Harris Copland had served actively on the synagogue board for thirty-three 
consecutive years, the congregation honored him by naming him a “life trustee.”70 Aaron 
Copland’s older brother, Ralph, was also an active synagogue member and held the position of 
Sunday school “superintendent.”71 
 
RABBI ISRAEL GOLDFARB 
 
A few months after moving the congregation to the new property in 1905, the trustees engaged a 
new young cantor and rabbi, Israel Goldfarb. In 1913, the year of Aaron Copland’s bar mitzvah, 
Rabbi Goldfarb led his combined congregation to become one of the first in the new 
Conservative movement in Judaism.72 Solomon Schechter, leader of this movement, hoped to 
develop “a community committed to traditional Judaism, yet one adapted to America through the 
incorporation of English, decorum, and modern education.”73 We can infer that Rabbi Goldfarb 
was a man of considerable scholarship and diplomacy to be able to unify traditionalists within 
his Orthodox congregation and those attracted to innovations of the new Reform movement into 
a community embracing this vision. Copland later described Rabbi Goldfarb as “a sensitive 
human being and an effective leader of his congregation.”74 Along with Copland’s father, Rabbi 
                                                
69 Carol Levin and Judith R. Greenwald, “Copland Family History,” unpublished typescript notes, January 13, 2003, 
p. 1. Courtesy of Carol Levin.  
70 Levin, ed., “The Copland Family and BIAE,” issue 43, The Synagogue Journal. 
71 Pollack, Aaron Copland: The Life and Work, on page 26, cites Israel Goldfarb’s history souvenir pamphlet 1956, 
reprinted in the 1980s. 
72 The congregation became a charter member of the United Synagogue of America, the Conservative movement’s 
“congregational arm.” Judith R. Greenwald, “Congregation Baith Israel Anshei Emes,” in Jews of Brooklyn, eds. 
Ilana Abramovitch and Seán Galvin (Hanover, NH: University Press of New England / Brandeis University Press, 
2002), 36. 
73 Michael R. Cohen, The Birth of Conservative Judaism: Solomon Schechter’s Disciples and the Creation of an 
American Religious Movement (New York: Columbia University Press, 2012). This is the vision Solomon Schechter 
instilled in rabbinic students at The Jewish Theological Seminary, the seminary for Conservative rabbis. 
74 Copland and Perlis, The Complete Copland, p. 8. 
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Goldfarb may have been one of the composer’s models in his own effective leadership of a host 
of musical organizations. 
 
In addition to being a strong leader, Goldfarb was also a trained musician. In his autobiography, 
Copland noted, “By curious coincidence, our rabbi, Israel Goldfarb, was himself a composer of 
liturgical music and the possessor of a fine baritone voice.”75 A 1902 graduate of The Jewish 
Theological Seminary, Goldfarb also served his alma mater from 1920–1942 as professor of 
Jewish liturgical music and, in 1949, he founded the School of Sacred Music of the Hebrew 
Union College–Jewish Institute of Religion. With his brother, Samuel E. Goldfarb, he composed 
and compiled music for the Sabbath liturgy, as well as several anthologies of Jewish sacred and 
secular music. Copland’s library included at least one of these volumes—Friday Evening 
Melodies (1918), inscribed by Rabbi Goldfarb with the note, “To Aaron Copland with 
complements [sic] and admiration from Israel Goldfarb.”76 
 
Close to the time that Friday Evening Melodies was published, Rabbi Goldfarb may have had a 
significant role in Copland’s life and musical career. Anecdotes suggest that the rabbi persuaded 
Harris Copland to allow his son to spend his “college years” in Paris studying composition. In 
2006, the 150th anniversary of the congregation’s founding, the Kane Street Synagogue’s 
historians published a journal edition on the Copland family’s connections to the synagogue. 
Carol Levin cites a 2002 conversation with Rabbi Goldfarb’s son, Joseph, in which he described 
his father’s intercession on behalf of Aaron Copland’s desire to become a composer: 
                                                
75 Ibid. 
76 Rabbi Israel Goldfarb and Samuel Eliezer Goldfarb, Friday Evening Melodies (New York: Bureau of Jewish 
Education, 1918). The melodies, most of which were “original contributions of the composers to the field of 
Synagogue music” are listed on title page as being “Arranged in Two Parts for Children’s Voices with piano 
accompaniment,” though they were described in the preface as, “by now familiar to thousands of Jewish boys and 
girls in the City of New York.”  
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The story is that Aaron’s father Harris Copland was very resistant to the idea of his son 
going into the field of music. Aaron went to my father who spoke to Harris with the 
suggestion to let the boy do it for a while, and see what happens.77 
 
 
According to Joseph Goldfarb, Harris Copland wanted his youngest son to study law and was 
vehemently opposed to his becoming a composer. Rabbi Goldfarb persuaded the elder Copland 
to give the aspiring composer two or three years to pursue his chosen profession, after which 
time, if it didn’t work out, he would embark on a different course of study.78 The details of this 
anecdote, as it was retold eighty years later, may not be exact; yet it is conceivable that Rabbi 
Goldfarb, with his considerable expertise as a musician and composer, might have spoken with 
long-time synagogue board member, Harris Copland, about his son’s musical aspirations. 
Perhaps in remembering Rabbi Goldfarb as a “sensitive human being” and “effective leader,” the 
composer was reflecting on the rabbi’s sensitivity and persuasiveness in negotiating a 
compromise that allowed Copland to pursue his personal career goals. 
 
 
                                                
77 From a May 2, 2002 conversation with Joseph Goldfarb. Levin, ed., “The Copland Family and BIAE,” The 
Synagogue Journal. 
78 Ibid. 
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COPLAND’S JEWISH UPBRINGING: RELIGIOUS SCHOOL, BAR MITZVAH, HOLIDAYS, AND LIFE 
CYCLE EVENTS 
 
Aaron Copland’s own childhood development was shaped by his Jewish education, social circle, 
and life cycle events. Greenwald and Levin write that in 1905, Harris Copland, then chairman of 
Baith Israel Sunday School, enrolled his four-year-old son Aaron as the school’s youngest 
student79 (see Facsimile 2.2.2). Levin’s article indicates that at the age of four, young Aaron also 
began attending the congregation’s Talmud Torah (Hebrew and religious school) four afternoons 
each week, even though he was two years younger than any of the other students.  
 
When Copland enrolled, the Talmud Torah was new to the synagogue. In 1905, Rabbi Goldfarb 
had preached his first Kol Nidre sermon at Baith Israel on the need for a Talmud Torah.80 The 
congregation established one immediately, with an initial registration of ninety students and 
Harris Copland as its first chairman.81 Its curriculum included “Hebrew (Reading, writing and 
speaking), The Prayer book, translation of Bible, Jewish History and Religion.”82 Public 
examinations of each class were held in May or June every year, with parents and invited guests 
present to hear how the children answered questions posed by their teachers and Rabbi Goldfarb. 
In 1912, the year prior to Aaron Copland’s bar mitzvah, enrollment was reported as seventy-
seven students—sixty-four tuition-paying pupils, and thirteen who attended free of charge.  
 
                                                
79 Levin and Greenwald, “Copland Family History.” 
80 Kol Nidre is the evening service that begins the solemn observance of Yom Kippur. This service is usually very 
well attended, and rabbis typically choose a sermon topic that reflects a goal or position they feel is particularly 
important for their congregants to hear. 
81 Greenwald, “Congregation Baith Israel Anshei Emes,” in Jews of Brooklyn, 35. Also correspondence with Judith 
R. Greenwald, May 4, 2014.	  
82 Goldfarb, “Grand Bazaar,” 5. 
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The Sunday school was larger, with 357 students reported as attending in 1913. Its program 
focused on weekly assemblies, clubs, entertainment, and festival celebrations, including 
confirmation on Shavuoth for graduating girls. Classes were given separately for boys and girls, 
perhaps to accommodate the congregation’s more Orthodox members.83 Below are facsimiles 
from the Sunday school record book listing four-year-old Aaron Copland’s enrollment in 1905.84 
Copland’s older sister, Laurine, age 12, is listed on the page with the heading “Girls C.” The 
composer’s participation in the intensive Talmud Torah instruction as well as the broader, more 
popular Sunday school activities suggests his parents’ commitment to giving their children a 
substantive Jewish education. 
 
                                                
83 Levin and Greenwald, “Copland Family History.” Also “Kane Street Synagogue Presents Copland’s Sanctuary,” 
concert program, Sunday, November 14, 2004, Kane Street Synagogue archives, courtesy of Judith R. Greenwald.  
84 Kane Street Synagogue records, Sunday school book, January 1905, #930:1, p. 40, Israel Goldfarb Collection, 
courtesy of The Library of The Jewish Theological Seminary. The book’s title page bears the heading “Beth Israel,” 
an anglicization that may reflect one of its leaders’ inclinations to steer his congregation toward the more 
progressive movement in Judaism. When this community merged with the more conservative Anshei Emes 
congregation, the name reverted to “Baith Israel Anshei Emes.” 
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Facsimile 2.2.2 Beth Israel Sunday school’s 1905 enrollment records listing four-year-old “Aaron Copeland” [sic], 
IG/JTS 
  
 
Copland learned at least enough Hebrew to read from the Torah at his bar mitzvah in 1913. The 
text of his speech for the occasion indicates that his Torah portion was Parashat Toldot, the story 
of Jacob and Esau, which would date his bar mitzvah as having occurred November 29, 1913, 
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two weeks after Copland’s thirteenth birthday.85 The speech he delivered in the sanctuary was 
handwritten by Rabbi Goldfarb for his pupil (see Facsimile 2.2.3 and Plate 2.2.4). Its text 
focuses on the ritual of attaining manhood and accepting responsibility as a Jewish adult, “ever 
striving to be worthy of the name of man in general, and of the name of Jew in particular.”86 
 
 
 
Facsimile 2.2.3 Beginning of Aaron Copland’s bar mitzvah speech, written by Rabbi Goldfarb, KSSA 
 
 
 
The board of trustees’ minutes cite an authorization to purchase a gift for Copland on the 
occasion, a donation from Mr. H. M. Copland in honor of his son’s bar mitzvah, and a thank-you 
note from Aaron Copland for his gift.87 In his autobiography, Copland remembered, “The part of 
my Bar Mitzvah I recall most vividly was the banquet—it actually took place in the store! 
Relations came from near and far. The merchandise was moved away and an area cleared where 
                                                
85 The liturgical cycle of Torah portions is determined according to the Jewish calendar, which attempts to reconcile 
lunar months and solar years by employing a 19-year cycle.  
86 Israel Goldfarb, “Bar mitzvah speech written for Aaron Copland Oct. 30, 1913,” courtesy of Howard Pollack and 
Judith R. Greenwald.  
87 “Regulation moved and carried for a committee of three with power to expend a sum not exceeding of $25 for a 
testimonial for the son of Mr. H. M. Copland in honor of his bar mitzvah,” November 17, 1913; “Letter from Mr. H. 
M. Copland with the enclosed check for $50 for donation in honor of his son’s Bar Mizva. Secretary was requested 
to acknowledge receipt there of,” December 1, 1913; “Letter from Master Aaron Copland for gift sent in honor of 
Bar Mitzva.” December 30, 1913. Congregation Baith Israel Anshei Emes (Kane Street Synagogue) archives. 
“Trustees’ Minutes,” November–December 1913, Brooklyn, NY, courtesy of Judith R. Greenwald. This can also be 
viewed online in Levin, ed., “The Copland Family and BIAE.”  
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we could set up tables.”88 Copland’s cousin, Arnold Mittenthal, recalled that, “Aaron played at 
his Bar Mitzvah on a piano that had keys missing.”89 Pollack also cites a “toast” written by Rabbi 
Goldfarb for Copland to deliver. 
 
 
 
Plate 2.2.4 Kane Street Synagogue interior, where Aaron Copland’s bar mitzvah was held90  
 
                                                
88 Copland and Perlis, The Complete Copland, 8. 
89 The Synagogue Journal, issue 43. 
90 Photo courtesy of Judith R. Greenwald. (Photo taken prior to 1928 renovation).  
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The summers of Copland’s youth also revolved around Jewish friends and experiences. From 
1910–1913, he attended Camp Carey, a Jewish camp in the Poconos. The summer following his 
bar mitzvah, he transitioned to a Young Men’s Hebrew Association camp.91 Copland biographer 
Howard Pollack cites the important role these Jewish camps held in helping members of 
Copland’s generation to define their Jewish-American identity.92 By the time he was 18, Copland 
was playing in dance bands at hotels in the Catskills, which were known for their Jewish 
clientele.93 
 
Copland seemed to identify strongly as a member of the Jewish “race,” though less strongly with 
its religious beliefs.94 His family upheld certain religious practices and traditions, such as 
gathering on Friday evenings for Sabbath dinners hosted by his maternal grandmother, and 
walking forty-five minutes to services on the High Holy days, when riding was prohibited. 
Marilyn Jaye, Copland’s first cousin once removed, spoke with me about the previous 
generation’s connections to Jewish heritage and practices, including speaking Yiddish and 
keeping kosher, albeit with a moderate level of religious observance. She indicated, “Most of the 
family lived in the same general area in Brooklyn,” and made a habit of “getting together for 
Rosh Hashanah and Passover, when somebody always made a meal.” She does not believe that 
family members refrained from work on the Sabbath: “On Shabbat … somebody might go to 
schul in the morning, but go to work in the afternoon. Most of them were working people.”95 
 
                                                
91 Aaron Copland, handwritten “Notes for an Autobiography,” original format, Box 243, Folder 1, AC/LC, 8. 
92 Pollack, Aaron Copland: The Life and Work, 10.  
93 Pollack, Aaron Copland: The Life and Work, 24–25.  
94 Some current scholars dismiss the notion that Judaism is a “race,” and identify it as either a “faith” or a “culture,” 
yet in the 1940s and 1950s Copland clearly embraced the “racial” nature of Jewish art. 
95 Jaye, interview with the author. 
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In his autobiography, Copland mused,  
Religious observance in the Copland family was mostly a matter of conventional 
participation rather than a deep commitment to other-worldly experience. Despite this, 
one very solemn moment remains vivid in my memory: on Yom Kippur, the Day of 
Atonement, the elder graybeards of the congregation stretched themselves out prone in 
the aisles of the synagogue and prayed for forgiveness of man’s evil ways. In a lighter 
vein, it was the small dance bands at Jewish weddings and parties that fascinated me.96 
 
These “elder graybeards” Copland remembered from his youth were probably the men of the 
traditional Orthodox Anshei Emes Talmud Torah, for whom one side of the synagogue was 
reserved. 
 
Jewish life cycle ritual was again a part of Copland’s personal experience in 1945, not long 
before Merritt asked him to set a text on Hebrew literature. His mother, Sarah Copland, passed 
away July 17, 1944, and his father died approximately six months later, on February 2, 1945. 
From an interview I discovered in Yale University’s Oral History of American Music collection, 
I conclude that the Copland family gathered in November 1945 for an unveiling ceremony97 to 
dedicate Harris and Sarah Copland’s double headstone (see photograph, Plate 2.2.5). In that 
interview with Vivian Perlis, Aaron Copland’s “cousin,” Irving Copeland, mentioned the 
unveiling while describing a family photo from an album he planned to lend her. According to 
Marilyn Jaye, Irving Copeland was not a blood relative, but was raised by Sarah and Harris 
Copland and was close in age to Aaron Copland.98 Perlis asked Copeland whose stone they were 
unveiling. He did not answer her question directly, but cited the date of November 1945 and 
                                                
96 Copland and Perlis, The Complete Copland, 8. 
97 According to Jewish custom, the ceremony to unveil a tombstone generally involves only family and close 
friends, and usually occurs between the 11th month after a person’s death and the yahrzeit, or year after death. There 
is some flexibility in the choice of date, however, and in climates where the ground freezes, families generally avoid 
holding unveilings in December, January, and February.  
98 Marilyn Jaye clarified the family relationship: “His family for some reason could not take care of him and so 
Aaron’s parents took him in and he changed his last name to Copeland, but he put an ‘e’ in because he wasn’t a real 
Copland.” She explained that he and Aaron Copland were, “very close to the same age, and Irving became the 
keeper of the family history. I can’t remember any family function that Irving wasn’t there with his camera.” Jaye, 
interview with the author. 
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explained, “They had a double unveiling because they died three or four months apart, in 1944. 
… So when I got out of the Army, I came out just in time for the unveiling at the cemetery. I 
happened to be at the gate, and Aaron was in the car, and he picked me up. I went with him to 
the unveiling.”99 This family unveiling ceremony very likely included one or two chanted 
prayers, just as Aaron’s bar mitzvah and other services in the synagogue would have included 
monophonic chant and singing without instruments.  
 
 
 
Plate 2.2.5 Sarah and Harris Copland’s tombstone, found in the Baith Israel Anshei Emes section of Beth El 
Cemetery in Cypress Hills, Queens, New York, KSSA 100 
 
                                                
99 Photo with Aaron at a family unveiling, 1945. Irving Copeland (cousin), interview with Vivian Perlis, interview 
no. Cop 917 a-b, Copland Project Oral History VI (Oral History of American Music Collection, Sterling Memorial 
Library, Yale University, New Haven, CT), p. 37. 
100 Photograph from Kane Street Synagogue archives, courtesy of Judith R. Greenwald. Small stones on upper left-
hand corner reflect the Jewish custom whereby family or other visitors place stones on a headstone they have 
visited. Death notice for Harris Copland appeared in “Obituaries” of the New York Times, February 4, 1945, 37. 
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MUSIC WITH JEWISH THEMES 
 
In Copland’s youth, Judaism and Jewish music exerted a considerable influence on his life and 
his compositions. Jewish life-cycle, social, and family events were infused with a broad variety 
of musical styles. The celebratory events in his Jewish sphere also introduced him to this world 
of lively music with instruments and theatrical elements. Although later historical and personal 
events led Copland to distance himself from these Jewish musical attributes in favor of his desire 
to be considered a nationalistic, American composer, these musical experiences of his youth 
were deeply ingrained.  
 
The Library of Congress Aaron Copland Collection includes the composer’s “Notes from an 
Autobiography,” in which one page bears the heading “First Musical Memories” (see Facsimile 
2.2.6). Copland underlines his reminder to potential readers, “One must remember: music not 
available on recordings.” All the music he experienced as a child would have been firsthand, as 
either a performer or audience member. The first music memory he cites is “The Jewish 
weddings, fascination with the band,” and another is “The neighborhood vaudeville show (& 
movie).”101  The music from Copland’s neighborhood vaudeville show may have been one seed 
of inspiration for his 1925 chamber orchestra work, Music for the Theatre, which alluded to 
popular music. Commissioned by Clair Reis on behalf of the League of Composers for 
Koussevitzky and members of the Boston Symphony Orchestra, the piece includes a “Burlesque” 
that Copland admitted was partly inspired by Jewish singer-comedian Fanny Brice.102  
 
                                                
101 Copland, “Notes for an Autobiography-A,” 9. 
102 Pollack, Aaron Copland: The Life and Work, 130.  
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Facsimile 2.2.6 “Notes for an Autobiography: First Musical Memories,” AC/LC 
 
 
Four years later, Copland completed a second significant composition drawn both from Jewish 
experience and musical themes. Having arranged traditional Hebrew melodies for cello and 
piano in his youth, in 1929 Copland composed a piano trio entitled, Vitebsk (Study on a Jewish 
Theme). Copland took his inspiration for this chamber work for piano, violin, and cello from The 
Dybbuk, a play originally written in Yiddish in 1914, which Copland saw in New York in 1925 
after it had been translated into English. Vitebsk is the name of the shtetl where The Dybbuk’s 
playwright, S. Ansky, and artist Mark Chagall were both born. Vitebsk incorporates the melody 
Copland heard in The Dybbuk, “Mipnei Mah,” a Hasidic nigun (a wordless melody sung to set 
the mood in a Jewish service). Pollack notes that Copland’s depiction of shtetl life may have 
been inspired by stories told by his older relatives who had emigrated from Lithuania.103  
Copland wrote in 1984, “[I]t was my intention to reflect the harshness and drama of Jewish life 
in White Russia. So it did not surprise me when the work was described as ‘hard,’ ‘dry,’ and 
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‘dissonant.’”104 One element of what listeners perceived as “dissonant” may be Copland’s use of 
quarter tones in the string parts. In a 2004 concert review for the Forward Newspaper Online, 
Benjamin Levisohn wrote that in Vitebsk, Copland “struggled to re-create the distant world of his 
grandparents,” though the nigun melody is “almost unrecognizable” within its musical setting, 
which Levisohn considers “dark, chaotic and dissonant.” Levisohn writes that twenty-first-
century listeners “heard a different side of Copland, as if he were struggling with the darkness 
and claustrophobia of the past before he could engage the openness and optimism of the 
future.”105   
 
In his discussion of Vitebsk in his autobiography, Copland ruminates on Jewish influences in his 
works. He asserts that Jewish influences and jazz had similar functions within his compositions:  
Based on a Jewish folk song, [Vitebsk] has often been cited as my only “Jewish” work. 
But when I was younger, I had set traditional Hebrew melodies for cello and piano, and 
in the thirties I made arrangements of some Jewish folk songs that were published. In 
1926 and 1932 respectively, Roger Sessions and Virgil Thomson wrote about the Jewish 
elements in my music. It seems to me that my use of Jewish themes was similar to my 
use of jazz—Jewish influences were present in my music, even when I did not refer to 
them overtly. I have often been asked why I wrote “cowboy” music rather than “Jewish” 
music. I never thought about these things at the time, but it must have been partly because 
I grew up in the Eastern European tradition and there was no novelty to it. Every 
American boy is fascinated with cowboys and Indians, and I was no exception.106 
 
 
 
Copland continues by reminding his readers that his mother was raised in the American West, 
and he asserts that his inspiration for compositions was always musical, rather than thematic. 
British musicologist and music critic Wilfrid Mellers seems to have recognized these subtle 
Jewish and jazz influences to which Copland alludes. Mellers views In the Beginning as “directly 
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influenced by Gospel musics, both black and white, and by Jewish synagogue music.”107 
Although Copland maintains that he “never gave much thought to including or excluding any 
kind of influence”108 from his work, his compositions themselves show a shift away from his 
youthful settings of Hebrew melodies, Jewish folk songs, and Jewish themes toward the 
Americanism of his 1940s compositions.  
 
VIRGIL THOMSON’S STINGING EPITHETS 
 
In addition to his boyhood fascination with cowboys and Indians and his desire to embrace an 
American sound, early critical reception may also have motivated Copland’s choice to avoid 
composing any significant, identifiably “Jewish” works from the 1930s onward. Despite his very 
casual reference to Roger Sessions’s and Virgil Thomson’s Modern Music articles, Sessions’s 
fleeting observation in 1926 made such a lasting impression on Copland that he recalled it nearly 
sixty years later. Reporting on a May 1926 Paris concert featuring American composers Aaron 
Copland, George Antheil, Theodore Chanler, Virgil Thomson, G. Herbert Elwell, and Walter 
Piston, Sessions had merely observed: 
In passing, it was interesting to note the occasional Jewish character of Copland’s music, 
approaching in this respect the spirit of Bloch and even of Mahler, though with his own 
idiom and feeling.109 
 
 
More significantly, in her interview with me, Vivian Perlis emphasized Copland’s intense 
reaction to Thomson’s profile, which characterized Copland as a composer of Hebrew melody.110  
Thomson had opened with this description of his colleague’s compositional style:  
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Aaron Copland’s music is American in rhythm, Jewish in melody, eclectic in all the 
rest….His religious feeling is serious and sustained. He is a prophet calling out her sins to 
Israel….His music is an evocation of the fury of God. His God is the god of battle, the 
Lord of Hosts, the jealous, the angry, the avenging god, who rides upon the storm. Far 
from Copland’s thoughts are the Lord as shepherd in green pastures, the Lord as 
patriarch….Hence the absence of intimacy. And the tension. Because his music has 
tension.111   
 
After describing musical elements that contribute to this “tension,” Thomson reverts to this 
ethnic theme: 
His melodic material is of a markedly Hebrew cast. Its tendency to return on itself is 
penitential.  It is predominantly minor. Its chromaticism is ornamental and expressive 
rather than modulatory. When he sings, it is as wailing before the wall .... He is crying 
aloud to Israel. And very much as if no one could hear him.112  
 
 
 
Thomson’s stinging words, steeped in cultural stereotypes depicting Jews as an ineffectively 
scolding and whining people, were deeply insulting. According to Perlis, Copland was intensely 
angered by these attributions penned by his colleague, with whom he had a “competitive 
friendship.”113 From 1932 onward, Copland refrained from including overtly Jewish themes in 
his concert music, and seems to have consciously distanced himself from being identified as a 
Jewish composer. 
 
This distancing seems to be reflected in an anecdote shared by Cantor David Tilman, who served 
as hazzan sheini (second cantor) at New York City’s Park Avenue Synagogue from 1969–
1975.114 Tilman assisted Cantor David Putterman, who, from 1943–1976, successfully 
commissioned liturgical settings by significant Jewish and non-Jewish composers for Friday 
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night services. Among these composers were Kurt Weill, Darius Milhaud, Leonard Bernstein, 
Leo Sowerby, Lukas Foss, David Diamond, and many others.115 From the outset, Putterman was 
“aspiring to a very high standard of musical material” for his annual “service of premieres” and 
hoped to include a composition by Aaron Copland.116 Tilman relates an episode from a Sunday 
afternoon meeting of the American Society for Jewish Music at Park Avenue Synagogue during 
the early 1970s, when Hugo Weisgall expounded on the series and commended Putterman for its 
important contribution to Jewish music literature. Tilman recalls that Weisgall, who served as 
faculty chair of The Jewish Theological Seminary’s Cantors Institute from 1952–1996, then cited 
gaps in the collection and asked why Copland was not part of Park Avenue Synagogue’s 
Contemporary Composers series, whereupon “Putterman stormed to his feet and shouted, ‘He 
turned me down! He was not interested!’”117 After a few more public volleys in this heated 
exchange, Weisgall and Putterman began a “private yelling match” at the front of the synagogue, 
and thus, the meeting ended. 
 
Cantor Putterman had, in fact, expended considerable time and energy attempting to persuade 
Copland to contribute a prayer setting for the synagogue liturgy. Within the three years prior to 
Harvard’s 1946 request that Copland set a text from Hebrew literature, Copland declined each of 
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Putterman’s three invitations. Copland’s reply of 1943 cites his “current composing 
commitments which will keep me busy for the next year,” and his letter of 1944 offers hope that 
“Perhaps at some later time it may be possible.”118 These responses prompted Putterman to try 
again in 1945, whereupon Copland responded more definitively: 
Thank you again for your invitation to participate in the Contemporary Composers 
Series. I’ve decided that liturgical music is not my forte and therefore must regretfully 
decline your kind offer.119 
 
A quarter century later, on the occasion of Copland’s seventieth birthday, Putterman sent good 
wishes and a fourth request that Copland compose for his series, which Copland again 
acknowledged with a polite refusal: 
Thank you for your good wishes on the occasion of my recent birthday. It was good of 
you to come back to me with a suggestion of composing a liturgical piece for the 
Synagogue. I regret to say it seems unlikely that I will be writing such a composition in 
the foreseeable future. I know you’ll be disappointed to hear this and I’m disappointed to 
write it, but I didn’t want your letter to go without comment. With all good wishes, ….120 
  
 
Thus, a few months prior to Harvard’s commission request and again twenty-five years later, 
Copland declined to participate in Park Avenue Synagogue’s commission series which included 
several confidantes and composers he admired, including Bernstein, Foss, Diamond, and 
Milhaud. In his 1980s reflections on the question of why he had written “cowboy” rather than 
“Jewish” music, Copland declared for the record that subtle Jewish elements were present in his 
compositions, and that he had not deliberately excluded Jewish influences from his work.121 It is 
evident from his correspondence with Putterman, however, that at least three times during the 
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1940s and again toward the end of his composing career, Copland did consider whether to 
provide liturgical music for the synagogue, and he made a conscious choice not to do so. 
By the time In the Beginning was first presented, Copland had been successful in reshaping his 
public identity as a composer of quintessentially American music rather than of “Hebrew” or 
Jewish music.  
 
Lorna Cooke deVaron and Alice Parker were both Tanglewood choral conducting students in the 
summer of 1947, and both allude to Copland’s Semitic facial profile. Yet they saw him as a 
composer of American music that was of international relevance, rather than as a Jewish 
composer. deVaron admired Copland’s calmness, modesty, and his “inner fire” that she sensed 
“was burning very deeply.” She muses,  
You think of Leonard Bernstein as being Jewish, a great Jewish composer. I never 
thought of Copland as being a particular country or religion or race or whatever…. I 
never felt uncomfortable in his company … maybe because he was always setting things 
at Tanglewood aright.122  
 
Parker shares similar recollections of Copland’s role at Tanglewood: 
 
He was a most beguiling person … and very, kind of, kindly professorial in his air, not a 
bit ebullient like Bernstein or majestic like Koussevitzky, you know, just a nice Talmudic 
scholar kind of person…. a lovely Jewish man, but a wonderful composer.123 
 
When asked how others at Tanglewood in 1947 perceived Copland’s Judaism, Parker responded 
that she was not certain, 
…but I just had respect for this great tradition that he’d come out of, and of course we 
were all aware of what had been going on in Nazi Germany and in Europe, and the 
suppression or the lack of any respect for these millennia of knowledge, that tradition. I 
still envy the tradition. But I think music is just one of those fields where it’s what you 
produce that counts, and it really doesn’t matter if you’re black or Jewish or Catholic or 
agnostic…. But boy, Jewish was the majority, I would say, of the musicians around.124 
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Regarding Merritt’s commission requesting a text from Hebrew literature in the cultural 
atmosphere of the 1940’s, Parker mused, “So I can’t go through [Copland’s] thought processes, 
but I can well understand his reluctance in taking it on.”125 
 
ATAVISTIC ASSOCIATIONS  
 
Fifteen years after Thomson’s 1932 Modern Music article, Thomson’s harsh critique may have 
contributed to the severe case of composer’s block Copland faced when he attempted to set the 
Genesis text. When he nearly reneged on his commitment to fulfill Harvard’s commission, 
Copland attributed his struggle to his inability to identify an appropriate Hebrew text and the 
“atavistic” associations the Bible evoked for him. In apologizing, he first lists the many reasons 
he would like to be represented in Harvard’s Symposium: 
…most of all, my sense of what I owe the Department and everyone in it for past 
gentillesses showered upon me. This was a moment to show one’s appreciation—and 
I’ve failed. It’s a bitter pill to swallow I can tell you. 
The reason is simple: I was unable to find a text that was suitable. My knowledge 
of Hebrew and of Hebrew literature, I am ashamed to say, is practically nil—and even if 
it were better I strongly doubt whether there are adequate English translations, singable 
ones, to be found. At any rate I couldn’t find them. That left the Bible. I made several 
stabs at the opening stanzas, but couldn’t get started. I’m afraid that in my case the Bible 
has too many atavistic associations—it freezes instead of frees my composing flow.126 
 
 
One cannot be certain exactly what type of ancient or ancestral reflections Copland had 
experienced when he asserted that working with biblical text stirred up “atavistic associations” 
for him. If Vivian Perlis’s impression of how deeply Virgil Thomson’s words wounded Copland 
is accurate, one can imagine that the familiar Genesis text may have called to mind both the 
davening “greybeards” of Copland’s youth and Thomson’s caustic metaphors that his 
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compositions sounded “as wailing before the wall … crying aloud to Israel … very much as if no 
one could hear him.” 
 
“WHAT IS JEWISH MUSIC?”   
 
In spite of his personal break from his earlier compositional practice that embraced Jewish 
themes, Copland maintained an interest in Jewish music and was not unwilling to be associated 
with its scholarship and development. He both spoke and wrote about Jewish music and 
composers on several occasions.  In 1949, two years after composing In the Beginning, Copland 
reviewed The Music of Israel by Peter Gradenwitz for the New York Herald Tribune Book 
Review. The headline read, “What is Jewish Music?”127 In the course of his one-page review, 
Copland hints at his own stance as a Jewish, yet nationalistic, composer. First, Copland admires 
Gradenwitz’s qualifications to write such a history and acknowledges that his efforts to cover 
5,000 years of music in Israel in one volume are commendable, yet impossible to achieve. Two 
elements of Copland’s review reflect his own particular interests and perspective. He begins by 
offering that recent events have brought the topic of Jewish music up to date, due to the 
“settlement of Jewish composers in the new state of Israel,” which had been founded a year 
earlier in 1948. Known for his support of the younger generation of American composers, 
Copland heralds the “first signs of music created [in Israel] by native-born composers,” saying 
that this “presages the beginning of a new era.” He concludes, “The most absorbing feature to 
this reader was the comprehensive chapter on composers now resident in Israel who are building 
the foundations for an indigenous art of the future.”128 
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In this discussion, Copland begins to define his own position as an assimilated Jewish artist. He 
focuses on Gradenwitz’s study of “the sure values of Mendelssohn, Meyerbeer, Offenbach and 
Mahler. But these men bring with them their own problem for the historian—an old one and a 
tough one—namely, the problem of the assimilated artist, and how he is to be considered.” 
Copland challenges Gradenwitz’s opinion that the music of Ernest Bloch best exemplifies the 
blending of Jewish characteristics with European musical style, and he states that an “equally 
[compelling] and perhaps more eloquent case” could be made for Bloch’s French contemporary, 
Darius Milhaud. Copland asserts, “In Milhaud’s compositions we have proof that a composer 
can remain profoundly national and at the same time profoundly Jewish.”129 From this review, 
coupled with some of his subsequent statements, one might infer that Copland considered 
himself to be Milhaud’s American counterpart.  
 
COPLAND IN ISRAEL  
 
Copland’s consideration of Bloch, Milhaud, and the assimilated artist for this book review may 
have been the seed for a lecture he delivered two years later in Jerusalem, entitled “Jewish 
Composers in the Western World.” In 1951, Copland traveled to Israel, where he conducted In 
the Beginning and addressed the issue of his own identity as an assimilated Jewish composer. 
Having frequently been questioned about the apparent dearth of Jewish material in his music, he 
decided to explain himself. Vivian Perlis describes Copland’s 1951 trip to Israel as “a very 
moving experience for him. It was where he was put on the line in terms of why he didn’t write 
any more music with Jewish materials. He was asked this so many times that he decided that the 
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time had come to not so much defend his position, but express his opinion about why he didn’t 
want to limit himself.”130  
 
Copland began his lecture by alerting the audience, “My subject is a controversial one, 
particularly so in Jerusalem,” and offered a “Warning: I speak from my own experience” (see 
Facsimile 2.2.7). His lecture notes focus largely on “the assimilation theory” and those 
composers who were “Jewish by race” whose works he felt had broad relevance “to all the 
world”: Mendelssohn, Meyerbeer, Offenbach, Mahler, Schoenberg, Bloch, Milhaud, Gershwin, 
and Weill. Several of these composers had converted to Christianity either for reasons of faith or 
practicality.131 Although Copland saw 70-year-old Ernest Bloch as the “symbol in the Western 
World of Jewish inspiration,” he considered Darius Milhaud to be the “best example of a Jewish 
Composer” in the western world. Copland’s outline cites “(His Book),” presumably Milhaud’s 
1949 autobiography, Notes Sans Musique, and lists “the specifically Jewish Works.” Yet he feels 
one might argue that all of Milhaud’s compositions “reflect his race.” Two years later, Copland 
reviewed the English translation of Milhaud’s autobiography for the New York Times. He extols 
Milhaud as “one of the world's most gifted composers,” and refers to his colleague’s “deep 
attachment to his Jewish patrimony.”132 
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In his 1951 Jerusalem lecture, Copland emphasized his personal experience and philosophy:  
A man doesn’t create art because he is a Jew but because he is a man. His creative nature 
is influenced by (1) his temperament and (2) his environment. If by temperament he is 
deeply racial, [his] art will come out Jewish. If by environment [he is] non-Jewish, that 
will mix with [his] temperament…. My point: the truly Jewish composer need not worry 
about his Jewishness—it will be evident in his work.”133  
 
In highlighting repeatedly that he would speak from his own personal experience, Copland seems 
to imply that his Judaism is evident in his work, as well. Copland did not disavow the Jewish 
influence in his compositions, but hints that this influence will be apparent to those who have the 
background to recognize and appreciate it. 
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Facsimile 2.2.7 Lecture notes, “Jewish Composers in the Western World,” Jerusalem, April 15, 1951, AC/LC  
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Six days after delivering this lecture in Jerusalem, Copland conducted In the Beginning at the Ein 
Gev Music Week on the shores of the Sea of Galilee. He later revealed that this concert during 
Passover was his most memorable experience conducting the work.134 Copland’s powerful 
emotional response seems closely connected to his observations of daily life and ongoing 
military skirmishes in the fledgling State of Israel. His tour of Israel, which he found “immensely 
stimulating,” had been arranged by Eleazar de Carvalho, conductor of the Israel Philharmonic 
Orchestra. Carvalho’s orchestra had performed Appalachian Spring ten times during 1950, and 
was planning a tour of the United States. The Ein Gev festival’s April 21 program (Facsimile 
2.2.8) opened with Sternberg’s “Three Peasants’ Songs,” which were followed by Johann 
Sebastian Bach’s Cantata no. 4, Christ Lag in Todesbanden, sung in Hebrew.135  
 
The concert concluded with Copland’s conducting the Israeli premiere of In the Beginning.  The 
composer recounts,  
A stage had been built for the performers, but the audience, comprised of outstanding 
artists as well as members of the surrounding kibbutzim, sat in the open air.  It was not 
that the performance itself was so much better than others, but the setting and the 
experience of conducting my work in Israel gave the occasion a special quality.136  
 
From Paris one month later, he wrote to Irving and Verna Fine about his six-month whirlwind of 
travel, lecturing, and conducting on a Fulbright fellowship. His journey had included a residency 
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at the American Academy of Rome, as well as engagements in Israel, Paris, Bologna, Genoa, and 
London.137  
 
“Israel was the most exciting,” wrote Copland. “It would make a Zionist out of D. G. Mason.138  I 
conducted In the Beginning on the shores of the Lake of Galilee [sic] and heard Arab shooting in 
the middle of the night thereafter.”139  
 
 
Facsimile 2.2.8 Concert program, Aaron Copland conducts In the Beginning in Ein Gev, Israel, Passover 1951, 
AC/LC140 
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Decades later, in preparing his autobiography, Copland recalled: 
What impressed me most were the young people on the beach on the Sabbath, all 
jabbering in Hebrew and looking healthy and happy and very un-Jewish. The children 
were unforgettable. I was moved by merely walking along the beach in Tel Aviv.  
 
I conducted In the Beginning at a concert on the shores of the Sea of Galilee—a very 
appropriate setting. I had never conducted a chorus before, but nobody there seemed to 
notice. We were only two kilometers away from the Syrian border. At 2:30 A.M., I was 
awakened by sporadic firing, generally referred to as ‘border incidents.’ The radio 
announced each day that the Festival at Ein Gev would continue, ‘and Aaron Copland is 
there.’ I spent Pesach (Passover) at the kibbutz with six hundred people. For five days, I 
lived with thirty Israeli composers in an art colony…. I went to Jerusalem for two days. It 
is absolutely silent by 9 P.M. each night. From my hotel room at the King David, I could 
look inside the walls of the Old City, but as the Arabs of Transjordan owned it, it was 
impossible and frustrating not to be able to get inside! Everyone seemed to be having a 
terrific adventure, however. I wrote to Victor, “It could make a Zionist out of a Hitler.” 
And when I visited Haifa and Lake Tiberias, everyone seemed so fully alive! In fact, the 
whole of Israel seemed to be developing at presto speed.141 
 
 
Copland’s letter and narrative describing his visit seem unusually emotional and effusive for 
him. In his Jerusalem lecture the week before, Copland had minimized the impact of his 
Jewishness on his musical life, yet the depth of his emotional responses to his experiences in 
Israel are a touchstone, revealing that his journey evoked profound personal sensibilities.  
 
The private Aaron Copland, while perhaps not a deeply religious Jew, appears to have felt a 
significant connection to his Jewish heritage. As a public figure and composer, however, after 
the appearance of Virgil Thomson’s 1932 Modern Music article, he seems to have chosen to 
emphasize his Americanism and humanism. None of Copland’s significant works after 1932 
trumpet Jewish musical or dramatic themes. In response to Harvard University’s commission, 
Copland did select a text from the Hebrew Bible. Yet in the eloquent King James translation, it 
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was a text that, according to Vivian Perlis, “must have seemed more universal” to him.142 
Nonetheless, just as Copland’s experiences in Israel affected him more deeply than he had 
expected, his musical interpretation of the Genesis text may express his Jewish identity in ways 
beyond those he intended. As I will explore in Chapter 3, the subtleties of his musical setting 
seem to reflect his experiences in the synagogue and his understanding of Jewish practice, as 
well as a broader humanist view. 
 
Howard Pollack notes that Copland had already been considering the Genesis text for several 
years prior to receiving Harvard’s commission; Martha Graham had included portions of this text 
in her original Appalachian Spring scripts in 1943. Pollack further proposes that the “grandeur, 
optimism and humanism” of this text matched the tenor of Copland’s compositions of the 
1940s.143 His choice of the creation narrative also seems relevant to the American ethos of 1946, 
shortly after the end of World War II. For in the aftermath of the apocalypse, what choice does 
one have but to create anew?  
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CHAPTER 3—ASPECTS OF COPLAND’S CREATIVE PROCESS  
 
COPLAND’S MUSICAL FRAMEWORK 
 
An analysis of In the Beginning’s published score reveals many compositional features that 
communicate Copland’s reading of the Genesis text. Elements of structure, harmony, texture, 
voicing, text painting, melody, declamation, and rhythm all contribute to the work’s continuity 
and structural arcs. These elements can be recognized even more readily if one evaluates the 
work’s completed score alongside Copland’s sketches and drafts. Comparing the composer’s 
initial inspirations with his later revisions reveals the evolution of his thinking and offers 
significant insights to conductors hoping to present a compelling performance of the work. 
Before launching into detailed genetic criticism, however, it is valuable to examine this through-
composed work’s intentional framework, as spelled out in Copland’s autobiography and in his 
sketches. This exploration establishes an understanding of the work’s form as that of an 
extended, twentieth-century motet. In this overview, I will also consider In the Beginning’s 
structure and melodic style in light of Copland’s childhood experiences hearing and chanting 
Torah trope, since several of the work’s structural and stylistic elements bear subtle yet striking 
resemblance to cantillation in Hebrew. 
 
Such a lengthy, continuous work as In the Beginning presents singers and conductors with 
significant challenges of intonation, mental focus, and vocal stamina. Howard Pollack asserts 
that Copland’s setting of “a whopping thirty-eight verses … in a single sixteen-minute, through-
composed movement” gives it “a somewhat impenetrable, monolithic quality, not unlike that 
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found in the Third Symphony.”1  In his autobiography, Copland remarks, “I have been told that 
its duration of thirteen and one-half minutes is long for an a capella work.”2 His statement 
underestimates the work’s length, since even the composer’s own recording lasts sixteen minutes 
and thirty seconds.3   
 
Just after graduating from Wellesley College in 1947, composer and conductor Alice Parker 
began studying under Robert Shaw at Tanglewood and Juilliard. She sang alto in both choruses’ 
1947 performances of In the Beginning and reports that her clearest memories of those early 
rehearsals and performances involve the work’s challenges of tuning and sustained a cappella 
singing: 
We had done some contemporary music at college, but we hadn’t done anything very 
demanding, as I recall. So this was the hardest piece that I’d come up against at the time. 
I think intonation was one of the main [challenges], just trying to keep it going … you 
don’t get to stop and re-tune…. I was amazed at this long a piece a cappella, and I still 
am.4 
 
Parker recalls that scholar Julius Herford gave public lectures devoted to In the Beginning at 
Tanglewood, and that these lectures were open to both chorus members and the large number of 
musicians auditing various rehearsals. In illuminating the work’s structure, Herford “tried to get 
us thinking in larger terms.”5 
 
Copland’s motivic figuration, along with his association of recurring mottos with recurring 
phrases in the King James Genesis text, mitigates some of the work’s mental and aural 
                                                
1 Pollack, Aaron Copland: The Life and Work, 422. 
2 Copland and Perlis, The Complete Copland, 188. 
3 Aaron Copland et al., A Copland Celebration, Vol. 3, with Mildred Miller, mezzo-soprano, and the New England 
Conservatory Chorus, recorded 1965, Sony Classical, 2000. In general, recordings of In the Beginning are between 
sixteen and eighteen minutes in duration, depending on the venue’s acoustics and the conductor’s tempo choices. 
4 Parker, interview with the author, June 14, 2014. 
5 Ibid. 
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challenges. Copland devised a short, chant-like motto for each iteration of the text: “and the 
evening and the morning were the nth day.” I have labeled this as Copland’s framing motto, 
since it presents this text as a repeated reciting-tone in a rising series of keys and provides the 
piece with benchmarks and structural coherence. Copland describes his initial design process as 
follows:   
I opted for part of the King James Version of the Bible (Genesis 1:1; 2:7) concerned with 
the seven days of creation. My plan was to use a mezzo-soprano soloist and mixed chorus 
a capella to tell the story in a gentle narrative style using the biblical phrase “And the 
next day…” to round off each section.  I was uncertain about how it would proceed until I 
got to the third day of creation—only then did I feel that my idea would work.6   
 
 
Below his sketch for the phrase “And the evening and the morning were the second day,” 
Copland outlined an ascending key scheme for future statements of this musical motto (Sketch 
47, shown in Facsimile 3.0.1a).7 This outline indicates that he had in mind an integrated key 
scheme throughout the process of composing In the Beginning.  
  
 
Facsimile 3.0.1a Copland’s framing motto with key scheme: 
 “And the evening and the morning were the second day,” Sketch 47, AC/LC 
                                                
6 Copland and Perlis, The Complete Copland, 187–88. 
7 From the sketch pagination in the Library of Congress archives, one might conclude that Copland first conceived 
the musical motto of “And the evening and the morning were the nth day” for the second day. Yet it appears likely 
that sketch pages 47 and 48 were numbered out of order by the Library of Congress cataloger, and thus, that “And 
the evening and the morning were the first day,” Sketch 48, was indeed composed first. (See the following 
discussion and facsimiles on pages 105-106.) 
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Sketch 47 also presents a consistent idiosyncrasy of Copland’s sketch notation: Throughout the 
sketches and drafts of In the Beginning, when Copland intends a series of repeated pitches, he 
characteristically writes only stems and flags, and leaves off the note heads. In my transcriptions 
for this dissertation, I have supplied the missing note heads, which appear in a smaller size to 
indicate Copland’s shorthand. In gray ink I have also included some of Copland’s erasures, 
which generally involve notes, bar lines, or time signatures. For instance, in Example 3.0.1b, 
which transcribes Facsimile 3.0.1a, the nine chords within the box have smaller note heads as a 
representation of the stems and flags in the preceding facsimile, and the bar line Copland erased 
when he changed the meter appears in gray. 
 
Example 3.0.1b Transcription of “And … And … second day,” Sketch 47  
 
 
Beneath the first chord of this passage, which he initially composed in C major, Copland listed 
his intended progression. This outline indicates that he devised this ascending series early in his 
compositional process. Copland ultimately settled on a modification of this plan. In the 
completed work, this motto appears in a slightly altered rising tonal sequence, as in Table 3.0.2: 
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Table 3.0.2 Key Sequence Analysis 
“And the evening and the morning were the [nth] day” 
 
Initial 
plan 
Day Final 
scheme 
C♭ 1st  C♭ 
C 2nd  D♭ 
D 3rd  D 
E♭ 4th  E♭ 
F 5th  F#   
G 6th  G 
 
 
Copland’s revisions—the use of D♭ for the second day’s motto and F#   for the fifth day’s motto— 
may have been motivated by a desire for changes in color and use of enharmonic modulations. 
Both revisions will be discussed in later chapters. 
 
THE BEGINNING MOTIVE  
 
In addition to the framing motto in an ascending tonal scheme, Copland’s alternation between 
solo and chorus, as well as his repetition of shorter motives, provide a structure helpful to singers 
and listeners in comprehending the extended narrative.  The mezzo-soprano soloist opens the 
story on the first day with an 8–7–5 melodic motive that becomes the cornerstone of the body of 
the work. I will refer to this motive, shown in Example 3.0.3, as the beginning motive.8 
 
 
Example 3.0.3 “In the beginning” motivic pattern, mezzo-soprano solo, score, measures 1–2 
 
                                                
8 Stephen Sieck also discusses the use of this motive in his article “Be Fruitful and Multiply: A Theoretical 
Explanation of Copland's In the Beginning.” Tempo: A Quarterly Review of Modern Music 62, no. 245 (2008): 47–
52.  
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Copland also employs this beginning motive to announce a new creative act, with the 
proclamation, “And God said,” as on the first day (Example 3.0.4). 
 
 
 
Example 3.0.4 “And God said ‘Let there be light,’ and there was light,” measures 17–21 
 
 
 
To begin the second, third, and fourth days, the soloist sings either the first three notes of this 
beginning motive or a descending major triad. After introducing God’s proclamations with the 
words “And God said,” the soloist is answered by the chorus, which recounts God’s creative 
deeds. From the preliminary sketches, it appears that in the early stages of his process, Copland 
employed the 8–7–5 beginning motive for all of the statements, “And God said,” but later he 
revised many of these to alternate between the beginning motive and the triadic motive. Draft 3 
and its transcription demonstrate the first instance in which Copland opted to select his alternate 
note—E♭ rather than D♭—to create a triadic statement of “And God said” (see Facsimile 3.0.5a 
and Example 3.0.5b). 
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Facsimile 3.0.5a “And God said,” (to begin the second day), Draft 3, AC/LC 
 
 
 
 
 
Example 3.0.5b “And God said ‘Let there be a firmament in the midst of the waters,’” measures 43–48 
 
 
Once the chorus has explained God’s intention, four voices often confirm God’s performative 
utterance with the exclamation, “And it was so.” Copland’s initial homophonic sketch for “and it 
was so” corroborates this performative speech act9 with a contour of broad leaps in the soprano 
voice (see Sketch 45, Facsimile 3.0.6). 
                                                
9 A performative utterance or performative speech act is a statement that immediately produces a change in status or 
creates the reality that it describes. One commonly cited example is God’s statement, “Let there be light.” For 
further discussion of the principle of performativity in relation to Genesis, see Meir Sternberg, The Poetics of 
Biblical Narrative: Ideological Literature and the Drama of Reading. Bloomington, IN: Indiana University Press, 
1985. 
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Facsimile 3.0.6 “And it was so,” Sketch 45, AC/LC 
 
He later revised this motive, giving it a more memorable profile by featuring the descent of a 
major seventh followed by the ascent of a major sixth, sung in unison by all four voices, as in 
Sketch 47, Facsimile 3.0.7. 
 
 
Facsimile 3.0.7 “And it was so,” Sketch 47, AC/LC 
 
 
 
“MOBILELIKE FORMS” AND MOTET STYLE 
 
As the universe develops from a formless void to a world abounding in living organisms, the 
chorus assumes an increasing role in the narrative, and the musical activity, complexity, and 
urgency intensify. Within the larger architecture of recurring motives, Copland introduces varied 
musical descriptions of each creative act. As a result, some singers and audience members have 
difficulty grasping the work’s formal coherence. Music critics and scholars offer conflicting 
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analyses of Copland’s text setting. Depending on the listener’s perspective, Copland’s wide-
ranging narrative style is interpreted as either fluid and naturally responsive to the text, or else 
artificial, contrived, and awkward. These divergent interpretations of Copland’s text setting and 
melodic contours may also reflect the writers’ expectations of form and structure, and whether 
they approached In the Beginning as a cantata or a twentieth-century motet.  
 
Reviewing the Collegiate Chorale’s 1947 New York premiere, Robert Bagar wrote, “Less 
preoccupied than Hindemith with traditional forms for the moment, Copland makes his effect in 
a quasi free-and-easy musical manner which is clearly allied to the progress of the text.”10 Upon 
hearing the Symposium premiere, the Boston Daily Globe’s reviewer Cyrus Durgin was far less 
complimentary. Durgin appreciated Copland’s powerful setting of “And on the seventh day,” but 
contended that for the first six days, “the chorus deals with artificial music which is interspersed 
with a mezzo-soprano solo whose oblique intervals suggested the rolling sonorities of a cantor in 
the synagogue.”11 Virgil Thomson was even more disparaging: 
The English declamation, though utterly clear, is not rhythmically idiomatic. It resembles 
rather the Gregorian chant as sung by the Benedictine monks at Solesmes, except that the 
melodic intervals employed are not either proximate nor melismatic, lying chiefly 
between the fourth and the ninth. This constant skipping around is not unpleasant to hear, 
but it does not sound like English. It gives the text an air of having been translated from 
the German.12  
 
 
Copland’s unexpected accentuations of text are in some ways similar to those found in choral 
settings of Francis Poulenc and Igor Stravinsky, both of whose works Copland knew from his 
years in Paris in the 1920s. In 1954, an anonymous reviewer for the Times in London made a 
                                                
10 Robert Bagar, “Collegiate Chorale at Carnegie,” New York World-Telegram, Tuesday, May 20, 1947. 
11 Cyrus Durgin, “Philosopher, Pianist and Critic Speakers at Harvard Symposium,” The Boston Daily Globe, 
Saturday, May 3, 1947 AC/LC. 
12 Thomson, “Symposium: Second Concert.” The Harvard Crimson, May 3, 1947. 
 76 
harsh comparison between two choral works by Stravinsky and Copland. The Guildhall Music 
Society began its concert with Stravinsky’s “Cantata” (1952), which the reviewer described as 
…surely the most unlovable and unlovely cantata ever composed, Stravinsky’s recent 
outrage upon dead, defenceless, anonymous poets.  [The Guildhall Music Society] 
redeemed its concert, however, by a performance of what has every right to be called a 
motet, In the Beginning, by Aaron Copland…. Copland is so respectful of his words that 
he uses little imitational counterpoint, but contrives a fresh-sounding declamation with 
occasional illuminations of the words by a choral device here and there.13  
 
While Louis Vincent Pisciotta designates In the Beginning as a “cantata,” perhaps because of its 
duration and weight,14 Howard Pollack does not classify the work with a traditional formal label, 
but proposes that In the Beginning’s “stylized repetitions of certain words and phrases suited 
[Copland’s] propensity for mobilelike forms.”15  
 
The notions of “mobilelike forms” and motet style, though somewhat broad, are both apt 
descriptions of Copland’s approach to the Genesis text. Techniques of the Renaissance madrigal 
are also evident. Each text phrase is a unique entity, often presenting a contrast of texture, 
material, and character with the phrases preceding and following. Yet these phrases often 
dovetail into one another, as they might in a Renaissance motet, rather than being set apart in 
discrete movements, as would characterize a cantata. Although the meanings of the terms motet 
and cantata have evolved through centuries of choral music history, Copland’s dedication of In 
the Beginning to Nadia Boulanger, for whom he had composed the Four Motets in 1921, informs 
our understanding of his later composition. These works, written a quarter century apart, bear 
                                                
13 “Guildhall Music Society: Cantata and Sonata,” [London] Times, May 14, 1954.   
14 Louis Vincent Pisciotta, “Texture in the Choral Works of Selected Contemporary American Composers,” Ph.D. 
diss., Indiana University, 1967, 130.  
15 Pollack, Aaron Copland: The Life and Work, 421. I cite Pollack’s phrase because it is evocative and descriptive in 
comprehending Copland’s technique of manipulating recurring motives. Pollack’s use of “mobilelike forms” is not 
to be confused with the analytical term mobile form, implying aleatory or a flexible order of events in performance, 
as is found in Earle Brown’s 1960s compositions influenced by or employing Calder’s changing mobiles to 
determine musical form. 
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some similarities in their approach to imitative and layered counterpoint, paired voices, 
augmentation, and diminution.16 Despite its well-defined phrase structure, In the Beginning 
maintains virtually continuous motion from beginning to end, with the notable exception of the 
fermata in measure 326, which marks the completion of creation on the sixth day at the close of 
Genesis, Chapter 1.  
 
THE ABSENCE OF PUNCTUATION—A REFLECTION OF THE TORAH’S CONTINUITY 
 
Copland undoubtedly felt this uninterrupted motion was an essential element of his composition, 
as he reinforced the musical continuity with virtually complete avoidance of punctuation within 
the sung text. He includes a few commas in the score as musical phrasing marks, but virtually the 
only punctuation marks in the entire sung text are the quotation marks to indicate God’s words 
and the commas and period in the work’s final phrase, “and man became a living soul, and man 
became a living soul, a living soul.”17 These commas, and even most of the quotation marks for 
the words of God, were only added in red pencil in Copland’s corrected copy for the publisher.18 
This avoidance of punctuation is not typical of Copland’s choral compositions.  Copland’s Four 
Motets (1921), Lark (1938), and Canticle of Freedom (1955), as well as “The Promise of Living” 
and “Stomp your Foot,” arranged from The Tender Land (1954), all include the punctuation of 
their texts in the score.  
                                                
16 Copland considered these motets to be student works. They therefore remained unpublished until 1979. See 
Facsimile 2.1.1 on page 24. They were performed at least twice in Paris during the 1920s, however. After Copland 
had left Paris in 1924, Boulanger wrote him a letter saying, “. . . after daily rehearsals under Melville Smith the 
chorus has really done marvelously. Those motets sound in the voices in a stunning manner.” See “Notes on the 
History of Four Motets” in Aaron Copland, Four Motets (New York: Boosey & Hawkes, 2011) 2.  
17 Very few additional punctuation marks are present. These commas may have been included unintentionally, out 
of reflexive habit.  
18 Copland, In the Beginning, corrected printer’s proof, Box 31, Folder 59.1. Holograph in ink on transparent paper, 
AC/LC. 
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In the Beginning’s striking omission of punctuation is reminiscent of the absence of punctuation 
in the Torah, which Copland experienced while preparing his bar mitzvah Torah portion at ages 
12 and 13. Today, in their tutoring for a bar or bat mitzvah, students generally begin by learning 
their assigned weekly portions from a study volume such as the Tikkun Korim. These volumes 
not only include punctuation markings, but also indicate each passage’s verse divisions, and 
provide the symbols for vowels and trope, the melodic patterns of the chant. Some study 
volumes place the annotated text alongside the text as it is found in the Torah—without vowels, 
trope symbols, verse numbers, or punctuation. In Plate 3.0.8 is a photograph of the opening 
verses of Genesis taken from such a volume. On the right-hand side of the page is the study text 
(read right to left), and on the left-hand side is the text as it appears in a calligraphic Torah scroll.  
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Plate 3.0.8 Opening of “Parashat Bereishit” (Genesis 1:1–1:13) from Tikun la-korim, (Mesorah, 2004)19 
 
 
After practicing for months from a study volume with the “training wheels” of vowels, trope, 
punctuation, and verse markers included, most students still find their first efforts to chant from 
the continuous text in the Torah to be quite challenging (see Plates 3.0.9a and 3.0.9b). Even 
experienced Torah scholars and seasoned rabbis can have difficulty—thus the tradition of the 
gabbai, an individual who stands by with a version containing vowels and trope ready to correct 
or guide the reader in case of errors or hesitations. Readers also make use of a yad, a pointer, to 
                                                
19 Avie Gold, Tiḳun la-korʼim = Tikkun = The Torah Reader’s Compendium: Chumash, Haftaros and Megillos 
with Translation, Commentary, Laws and Customs, 3rd ed. (New York: Mesorah, 2004) 2, photographed by 
Melanie Dankowicz, December 15, 2013. 
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keep their place in the text, because touching the Torah with one’s fingers would damage it and 
is not permitted. The “somewhat impenetrable monolithic quality” Pollack ascribes to In the 
Beginning is largely an element of Copland’s compositional style, but could also, in part, be a 
reflection of Copland’s first experiences chanting from the Torah.  
 
COPLAND’S CHANT: AND THE EVENING AND THE MORNING  
 
One can see from the excerpts in Plates 3.0.8, 3.0.9a, and 3.0.9b that Torah scribes inscribe the 
opening passage of Genesis with sectional breaks in the form of white space following the 
description of the events of each day of creation. This type of visual “paragraph” structure occurs 
infrequently in the Torah. Here, the visual breaks give extra emphasis to the delineation of each 
day. At the end of each of the six paragraphs is the phrase,  
which transliterates as Vayehi erev vayehi boker yom …, or “and the evening and the morning 
were the [nth] day.”  
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Plate 3.0.9a – Torah scroll showing structure of Genesis Chapters 1–2, Sinai Temple, Champaign, IL20 
 
                                                
20 Opening verses of Genesis, in Torah scrolls owned by Sinai Temple, Champaign, Illinois, photographed by 
Melanie Dankowicz, December 15, 2013. 
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Plate 3.0.9b – Closer view of Torah scroll showing paragraph breaks between days, Sinai Temple, Champaign, IL 
 
 
 
As noted earlier, Copland described his compositional plan for In the Beginning in terms of a 
structure “using the biblical phrase ‘And the next day …’ to round off each section.” Some 
listeners hear similarities between Copland’s musical motto and particular versions of the Torah 
trope. There are several different traditions and styles in rendering trope. In some Orthodox 
congregations, when this passage is read on the holiday of Simchat Torah, it is traditional for 
members of the congregation to chime in with each repetition of the phrase, “Vayehi erev vayehi 
boker yom …” (“and the evening and the morning were the [nth] day.”) Before conducting In the 
Beginning with the Florilegium Chamber Choir, in a concert at Kane Street Synagogue 
celebrating the 91st anniversary of Copland’s bar mitzvah, Cantor JoAnne Rice mentioned the 
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similarities between these verse repetitions in the Hebrew Torah service and Copland’s English 
setting. Upon hearing the Florilegium Chamber Choir’s 2004 performance, reviewer Benjamin 
Levisohn asserted, “it was impossible to listen to these verses and not recall ‘Vayehi Erev, 
Vayehi Boker.’”21  
 
Although I have not found any direct evidence that during Copland’s youth Congregation Baith 
Israel Anshei Emes followed this Orthodox tradition in its Simchat Torah services, Copland 
reported in his autobiography that his family walked forty-five minutes to schul to observe the 
High Holidays. He also reminisced about the “elder graybeards,” who lay prostrate on Yom 
Kippur.22 In keeping with this level of ritual observances on Yom Kippur, it is entirely plausible 
that Copland had experienced the tradition of congregational participation in the refrain “Vayehi 
Erev, Vayehi Boker” on Simchat Torah, which follows two weeks after Yom Kippur. 
 
Many reviewers and scholars have described chant-like elements in the vocal lines of In the 
Beginning. The work’s lack of periodic phrasing or predictable melodic lines may be a 
subconscious reflection of Copland’s sense of biblical narrative. My contention is that Copland 
did not consciously borrow the melodic patterns of Hebrew trope, yet the structure and contours 
of the Torah readings he had internalized while sitting in the synagogue in his youth influenced 
the style and character of his choral setting of the book of Genesis. 
 
 
                                                
21 Levisohn, “Finding an Excuse to Celebrate Copland.” 
22 Copland and Perlis, The Complete Copland, page 8. 
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DAY 1—IN THE BEGINNING • FORMLESS VOID • DAY AND NIGHT  
 
Copland’s depiction of Genesis 1:1–1:5, which describes events of the creation narrative’s first 
day, sets the tone for the entire work in terms of its character, melodic figuration, text painting, 
harmonic juxtapositions, and the use of textural crescendo,23 to sculpt form. The following 
discussion explores Copland’s sketches and musical revisions of the first day’s events and lays 
the groundwork for further consideration of these elements in his music for subsequent days. 
 
PERFORMANCE INSTRUCTIONS: “FREELY AND NAIVE”  
 
Depending on their expectations of a musical depiction of the accounts of creation, mid-
twentieth century music critics either appreciated, or wrote disparagingly of, In the Beginning’s 
chant-like melodic lines and free-flowing, non-effusive style. After hearing the Collegiate 
Chorale’s Carnegie Hall concert, Francis Perkins wrote in the New York Herald Tribune, “Mr. 
Copland’s setting of verses from ‘Genesis’ gives the impression of appealing clarity and 
simplicity, but is somewhat handicapped by insufficient variety of pace.”24  Having attended the 
same performance, Howard Taubman wrote in the New York Times, “His writing has simplicity 
and tenderness without the pathos such a theme might invite.  The obvious tricks of writing 
religious music are avoided, and yet the sweetness and the power of the Biblical story are 
conveyed.”25 Musicologist Nicholas Temperley, however, was not convinced by Copland’s 
restrained approach, and wrote in 1964, “It is a curious work; the musical ideas are interesting, 
                                                
23 As discussed later in this chapter, I use this term to refer to Copland’s gradual addition or layering of voices to 
build density and complexity. 
24 Francis Perkins, “Collegiate Chorale: Shaw Conducts Concert at Carnegie Hall,” New York Herald Tribune, 
Tuesday May 20, 1947. The reviews cited here are found in AC/LC, Box 403, Folders 3–4. 
25 Howard Taubman, “Shaw and Chorale Give 2 New Works,” New York Times, May 20, 1947. 
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but there is a complete lack of any atmosphere of awe at the tremendous event described by the 
words.”26  
 
If listeners’ expectations are conditioned by their experiences with German oratorical forms and 
timbres, they are likely to be disappointed by In the Beginning. They may find it “handicapped 
by insufficient variety of pace” and lacking in drama and awe. An a cappella composition, In the 
Beginning could not possibly encompass the range of dynamics of, for instance, Joseph Haydn’s 
Die Schöpfung (The Creation), an oratorio of nearly two hours’ duration for three soloists, 
chorus, and full orchestra. Nor could it offer the great variation of rhythmic activity that Haydn’s 
virtuosic string passages generate.  
 
Listeners who enjoy In the Beginning may approach the work from a different perspective— that 
of a legend or saga. The entire work’s “fundamental uniqueness” can be understood from 
Copland’s opening performance instruction for the mezzo-soprano soloist.27 In it, the composer 
encapsulates his approach to the text as a whole and presents the creation story as a familiar 
legend, a long, drawn-out tale. Although the piece is rhythmically quite dynamic, In the 
Beginning maintains a fairly consistent pulse throughout, a pulse suited to the pace of a 
storyteller retelling a familiar story, as Copland instructed. To Lorna Cooke deVaron, who first 
conducted the work with the New England Conservatory Chorus in 1948, her first year on the 
faculty, Copland’s rubric indicated that the solo should begin “almost dreamily…. It’s almost 
sort of remembering way off…. I remember the opening. It’s extraordinary that he wrote that.”28 
                                                
26 Nicholas Temperley, “Copland Work Lacks Awe,” Cambridge News, February 1, 1964. 
27 The term “fundamental uniqueness” is one developed by conducting pedagogue Ann Howard Jones, Professor 
Emerita, Boston University.  
28 deVaron, interview with the author, April 14, 2014. The New England Conservatory Chorus’s 1948 concert 
program can be viewed online in the Lorna Cooke deVaron Collection, New England Conservatory Archives.  
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Although the musical motto marking the end of each of the first six days does provide In the 
Beginning with a structural framework, the piece is essentially a through-composed and 
continuous seventeen minutes of singing. Its storytelling is not interrupted by dramatic changes 
in musical character; there are no major structural breaks or articulations of “movements.” 
Copland presents the story as a gradual evolution of new life, rather than as a series of distinct 
events.   
 
On his first draft (Draft 1, Facsimile 3.1.1), Copland penciled in several possible opening 
instructions: “In a story-telling manner,” “freely and naive,” “in a gentle & narrative manner,” 
and “like reading a familiar & oft-told story.” For his fair copy, he selected, “Freely (h circa 58)  
(in a gentle, narrative manner, like reading a familiar and oft-told story).” An effective rendition 
of the work can be enhanced by considering Copland’s initial thought, and in particular, the word 
he ultimately eliminated from the published score: “naive.” Copland may have eliminated this 
adjective because he was concerned that his intentions might be misconstrued, with “naive” 
interpreted in its pejorative sense. Reflecting on the word’s primary meaning— unaffected and 
straightforward, without undue sophistication or artifice—leads to valuable interpretive insights. 
A soloist who begins with the gentle tone, ease, and naiveté Copland imagined can convey the 
shape of the creation narrative as Copland chose to present it. A soloist who attempts to render 
an overly dramatic reading of the story, however, makes the piece sound like a caricature.   
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Facsimile 3.1.1 “In the beginning,” with Copland’s original performance instructions and revised soloist 
designation, Draft 1, AC/LC 
 
 
Perhaps to facilitate ease and fluidity in the narrative, Copland reconsidered the vocal Fach he 
had designated for the soloist, opting for the lighter tone of a mezzo-soprano, in place of the 
richer tone of the typical contralto. His initial sketches from November 1946 listed a “Contralto” 
soloist (Facsimile 3.1.2), as did the opening of his first draft, Facsimile 3.1.1. Soon after 
resuming work on the piece in February 1947, Copland erased the draft’s “Contralto” indication 
and substituted “Mezzo-Soprano Solo” for the first three lines. Beginning with the fourth line on 
the first page of his continuity draft (D1), one sees no further erasures, but simply the 
designation, “M-S Solo.” 
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Facsimile 3.1.2 Copland’s first sketch page for In the Beginning, Sketch 41  
(The two melodic lines represent two versions of the same material.), AC/LC 
 
 
Copland’s change in thinking about the solo’s vocal color and character was not prompted by 
writing for a particular mezzo-soprano. In mid-March 1947, Copland wrote to Merritt describing 
his work in progress, asking him to warn Shaw about the solo part for mezzo-soprano. Merritt 
conveyed Copland’s request to Shaw as follows:  
[Copland wrote,] “I’m somewhat concerned about the importance of the solo mezzo 
soprano part. It will need someone really first-rate.”  
 
He goes on to say that perhaps you should be warned about this. Do you have anyone in 
the Collegiate Chorale good enough to do this solo part? Naturally I do not know what it 
is like as I have not seen the score, but we do know certainly that there is a mezzo-
soprano solo, that it is a Biblical setting, that it is by Aaron Copland and all this would 
add up in my own mind as something not necessarily very difficult. This does not mean, 
however, that it should not be done very well. If you suspect that you have no one in your 
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chorus who could do it, I should like to cast about for a suitable soloist. Do you have any 
suggestions? 29  
 
 
Soloists who have performed the work might quibble with Merritt’s conclusion that Copland’s 
solo would add up to “something not necessarily very difficult.” Merritt ultimately engaged 
mezzo-soprano Nell Tangeman who had recently made her New York debut, singing the role of 
Jocasta in Stravinsky’s opera–oratorio Oedipus Rex with members of Shaw’s Collegiate Chorale 
and the New York City Orchestra under the baton of Leonard Bernstein.30 After a preliminary 
rehearsal of In the Beginning with Shaw on April 24, 1947, Tangeman wrote Merritt, “The 
Copland piece is stunning.”31  
 
Some musicians are surprised that for In the Beginning’s narration, Copland did not choose a 
tenor or baritone solo that might have reminded him of the synagogue experiences of his youth. 
One factor in his choice not to evoke the cantorial sound of a liturgical rendering could be the 
composer’s desire not to be pigeonholed as a Jewish composer, as Vivian Perlis explained. On 
the other hand, he may simply have felt that, rather than invoking the male voice expected for the 
narration of epic stories, a female voice would be a better timbre to introduce the universe as a 
formless void and would better convey his gentler storytelling approach to the legend, almost as 
a mother telling a bedtime story to a young child. His choice to lighten the Fach from contralto 
to mezzo-soprano may offer a further clue as to the style of delivery he imagined.  
 
 
                                                
29 A. Tillman Merritt to Robert Shaw, March 18, 1947, TM/Harvard. See Appendices A.8 and A.9. 
30 H. T. (likely Howard Taubman) “Bernstein Plays Stravinsky Work.” New York Times, November 26, 1946. 
http://search.proquest.com/docview/107658686?accountid=14553. 
31 Nell Tangeman to A. Tillman Merritt, April 24, 1947. TM/Harvard. 
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MELODIC FIGURATION—“NOTES CHOISIES”  
 
In the Beginning’s musical continuity grows both from stylized repetitions of Genesis text 
phrases and from Copland’s complementary use of recurring melodic figurations. These motifs 
appear and reappear in different guises, at times as three-note cells and at other times in 
expanded form. Howard Pollack asserts, “the intense similitude of the work’s melodic material 
further enhances its blocklike character.”32  
 
Michael Boriskin, artistic and executive director of Copland House, and a pianist who has both 
performed and recorded all of Copland’s solo, chamber, and vocal works for piano, observes that 
Copland often began with a thematic “golden nugget,” an idea that is not complete in itself but 
has the potential for development. He also notes that the extent of Copland’s self-borrowing is 
“astonishing.” Citing a musical fragment first sketched in the 1940s that turns up again in the 
Nonet for Strings (1960), and then as the opening motive for the finale of the Duo for Flute and 
Piano (1971), Boriskin proposes that this frugality with musical material may reflect Copland’s 
experience as the young son of immigrant parents who lived above the family store. He suggests 
that Copland conserved musical ideas “as though they were money stashed in a coin purse for a 
rainy day or snippets of fabric carefully set aside by a seamstress who knows she may need them 
later.”33  
 
Leonard Bernstein was also impressed by Copland’s melodic frugality. In a comparison between 
Hindemith and Copland, Bernstein remarked: 
                                                
32 Pollack, Aaron Copland: The Life and Work, 422.  
33 Michael Boriskin, interview with the author, August 3, 2007, Copland House, Cortlandt Manor, NY. 
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Hindemith was one of these guys who just loved music and poured out some that was 
great, some that was terrible, and some that was everyday. It was always recognizably 
Hindemith, with masterpieces every once in a while. But Aaron was the exact opposite. 
Music streams out of him and, God knows, there is fluidity and prolificity, but he is a 
maniac for ‘la note choisie,’ as he always put it. You have to find ‘the note that costs,’ I 
remember him saying…. It was a variation on Nadia’s ‘la note choisie.’34 
 
A comprehensive investigation of possible self-borrowings used in In the Beginning would 
require comparisons of Copland’s sketches over several decades and is therefore beyond the 
scope of this study. Yet within the work itself, Copland extends a few “snippets of fabric,” or 
“notes choisies,” weaving them together to craft the fiber of the first account of creation. The 
soloist’s opening three pitches—D, C#   , and A—form a three-note cell that becomes the seed for 
the melodic contour of many of the first twenty-seven biblical verses. If one thinks simply in 
terms of the diatonic, D major scale, the opening three notes, D–C#   –A [8–7–5], are repeated and 
expanded in the following phrase, “God created the heaven and the earth,” to [8–7–5–3–5], a 
longer shape that recurs frequently throughout the first two-thirds of the work (see Figure 3.1.3a 
and Example 3.1.3b). Copland employs this motive and its extensions, which I refer to as the 
beginning motive, in his settings of the first, third, fifth, and sixth days.  
 
 
Figure 3.1.3a Pitch collection, measures 1–7, analysis 
 
                                                
34 The Complete Copland, 143. Drawn from a Bernstein interview in Yale’s Oral History of American Music 
Collection.  
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Example 3.1.3b “In the beginning” motivic pattern, mezzo-soprano solo, measures 1–8 
 
 
Generally, when Copland establishes a concentrated pitch collection and then ventures beyond it, 
he both draws attention to a particular word or idea and creates a sense of forward motion. In 
measure 8, for instance, he introduces Bn   , the sixth scale degree and the first excursion beyond 
the initial pitch collection, to express the words “without form” (last note of Example 3.1.3b).  
 
In recounting the events of the first, third, fifth, and sixth days, Copland’s melodic lines 
frequently oscillate within the central pitch collection of four notes: [8–7–5–3], though the pitch 
center varies. Copland presents the initial pitch collection on eight of the twelve pitches of the 
chromatic scale: C, D♭, D, E♭, E, F, F#   , and G. (He excludes A♭, A, B♭, and B.) For instance, 
the soloist’s second entrance, “And God said ‘Let there be light,’” has the same melodic 
construction as the opening, but up a semitone, in E♭ (Example 3.1.4).   
 
Example 3.1.4 “And God said ‘Let there be light,’” motivic pattern, mezzo-soprano solo, measures 17–21 
 
 
 
The sopranos’ next four entrances also begin with this three-, four-, or five-note cell. In the 
fourth of these statements, Copland introduces a B♭, the minor third, to break his established 
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pattern, call attention to the darkness of night, and modulate into E♭ to close the first day. 
(Example 3.1.5).  
 
 
Example 3.1.5 “And the darkness he called night,” motivic pattern, soprano, measures 35–39 
 
 
Copland biographer Neil Butterworth presents a view similar to Boriskin’s, noting, “The most 
consistent stylistic feature of Copland’s music is in the economy of thematic material. Three-, 
four-, or five-note figures are sufficient for extensive development.”35 This economy is certainly 
characteristic of In the Beginning, for the opening head-motive permeates Copland’s setting, yet 
the varied harmonic, textural, and rhythmic contexts allow it to remain vibrant and fresh-
sounding.  
 
The extent to which Copland re-contextualizes this generative beginning motive is shown in the 
Table 3.1.6, which lists forty-five appearances of Copland’s original motivic cell, along with its 
variants and extensions. The melodic patterns are labeled as scale degrees within a major scale. 
These figures almost always occur in a consistent sequence of descending and ascending 
intervals. Each cell is suspended from the given pitch center (labeled “8”), which is followed by 
a descending minor second and a descending major third. One could speculate that Copland is 
depicting a traditional image of creation from the heavens above, a conventional word-painting 
technique, yet used in tonally ambiguous and harmonically versatile settings.   
                                                
35 Butterworth, 183. 
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Table 3.1.6 In the Beginning—Motivic Cells Analysis 
 
Melodic Pattern Measures 
 
Day 
 
Voice 
 
Text 
 
Pitch 
Center 
X [8 7 5]  1-2* 1 Mezzo In the beginning D 
  31-32 1 S And God called G 
  35-36 1 S And the dark- G 
  74-75 3 Mezzo And God said Eb 
  89-90 3 S And the gathering F 
  99-100 3 Mezzo And God said F 
 100-101 3 A And God said F 
 104-105 3 A "Let the earth F 
 108-109 3 B "Let the earth F 
 189* 5 T [which the wa-] ters brought forth Db 
 213-214 6 A And God said E 
 215-224 6 B And God said/Let the earth/bring … E 
 244-245 6 SAT And God said F 
 290-291 6 Mezzo And God said F# 
X1 [8 7 5 3] 27-28 1 S And God divided the Eb 
 115-116+ 3 S and herb yielding D 
 175-179 5 A-S-B abundantly Eb 
 182-183 5 S of heaven Eb 
 229-230+ 6 S and cattle af- E 
X2 [8 7 5 3 5]  22-24 1 S And God saw the light  Eb 
 104-106*+ 3 Mezzo the herb yielding seed C 
 121-122+ 3 S whose seed was in it- D 
 174-75 5 S [Let] the waters bring forth Eb 
 184-85 5 T  [And God] created great whales Eb 
 189-190* 5 S [which] the waters brought forth Db 
 248* 6 SATB [in our] image after our Eb 
 249+ 6 SATB likeness and let him F 
 268-269* 6 SA—TB [in the] image of God cre- E 
 269-271+ 6 SA—TB [cre-] ated he him D 
X2A [8 7 5 3 5 3 5] 17-20 1 Mezzo And God said "Let there be light" Eb 
X2B [8 7 5 3 5 3 5 7] 225-227* 6 S And God made the beast of the earth E 
X2C [8 7 5 3 5 3 7]  3-5+ 1 Mezzo God created the heaven and the earth D 
X2D [8 7 5 3 5 7] 102-104* 3 Mezzo "Let the earth bring forth grass" C 
 113-115* 3 S And the earth brought forth grass D 
 119-121* 3 S And the tree yielding fruit D 
 177-179 5 A creature that hath life and fowl Eb 
X2E [8 7 5 3 5 7 5] 185-188 5 S And God created great whales Eb 
 190-192+ 5 S abundantly after their kind Db 
X2F [8 7 5 3 5 7 5 3 5 7] 106-108+ 3 Mezzo and the fruit tree yielding fruit … C 
X2G [8 7 5 3 5 7 5 3 5 7 5] 232-234 6 S and ev'rything that creepeth upon … E 
X2H [8 7 5 3 5 7 5 7] 189-191+ 5 T abundantly after their kind Db 
X3 [8 7 5 7] 109-110 3 Mezzo whose seed is in C 
 228-229*+ 6 S after his kind E 
X3A [5 7] [8 7 5 7 5] 214-216 5 Mezzo [Let the] earth bring forth the liv- E 
X4 [8 7 3 8 7 5] 174-175 5 A [Let the wa-] ters bring forth Eb 
 
 * another cell follows           
 + this cell is preceded by another 
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TEXT PAINTING—THE FORMLESS VOID  
 
In addition to this repeated motive for creation, Copland’s musical depiction of the events of the 
first day includes several other instances of melodic or harmonic text painting. At times Copland 
highlights key words and concepts with wide or unexpected leaps within the vocal line. He had 
originally sketched the soloist’s line “and the earth was without form and void” to conclude with 
an octave leap from A3 to A4 (top staff of Sketch 41, transcribed in Example 3.1.7). In his initial 
revision, which Copland himself sketched below his first attempt, he opted to describe the void 
more vividly. By lowering the first note to G3, he required the soloist to ascend a major ninth 
and gave the void a searching, indefinite quality. 
 
 
 
Example 3.1.7 Transcription of “And the earth was without form,” initial sketch and revision, Sketch 41 
 
 
Similarly, in its amended version, the soloist’s opening recitative features an ascending leap of 
an octave (D4 to D5) to conclude the phrase, “and darkness was upon the face of the deep.”  This 
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surprising leap was a conscious choice for Copland.  He had initially ended the phrase with a 
repetition of the low D, but added the ascending leap in his first revision, as seen in Example 
3.1.7. Such anomalies in the text setting prompted critic Irving Kolodin, in his review of the 
Collegiate Chorale’s May 1947 New York premiere at Carnegie Hall, to complain that, 
“Copland’s ‘In the Beginning’ for mezzo and a cappella chorus, seeks to be friendly and 
familiar, but it is not a manner to which Copland is born.  Setting a phrase like ‘upon the face of 
the deep’ with a jump from a low to high D on ‘deep’ is, in this dim view, elaborate non-
conformism.”36 Copland scholar Jennifer DeLapp, however, notes that “exploring connections 
between apparent opposites [was] among Copland’s fundamental values.”37 Mezzo-soprano 
soloist Misa Iwama, who has performed the work at Avery Fisher Hall in New York, notes that 
in a female voice, the D above middle C sounds weak, rather than deep.38 The rising octave leap, 
on the other hand, traverses a wide expanse and implies the depth of the lower note.  
 
An expressive use of melodic inflection is the descending B♭ Locrian scale Copland used to 
describe the descent of the Spirit of God as it “moved upon the face of the waters” (see measures 
15–17 of Example 3.1.8 and Facsimile 3.1.9a). Because the work’s opening is so firmly rooted 
in D major (with one hint of the Lydian #4 scale degree), Copland’s shift to the unfamiliar 
Locrian mode on B♭, requiring seven flats, is somewhat disorienting to most singers. It might be 
taken to signify the amorphous seas of an evolving universe. 
 
 
                                                
36 Irving Kolodin, “Mozart Mass on Program by Shaw,” New York Sun, Tuesday, May 20, 1947. 
37 Jennifer Lois DeLapp, Copland in the Fifties: Music and Ideology in the McCarthy Era, Ph.D. 
diss., University of Michigan, 1997, 2. 
38 Misa Iwama, telephone conversation with the author, May 2013. 
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TEXTURAL CRESCENDO—AND THE SPIRIT OF GOD  
 
In the 1932 Modern Music article that so infuriated Copland, Virgil Thomson wrote, “His 
conception of harmony is not form but texture. Hence the absence of marked tonal 
modulation.”39 Apart from Thomson’s racial slights, several elements of his analysis are apt. One  
might also describe Copland’s approach to In the Beginning by saying that his conception of 
form is not harmony but texture. For the most part, the piece’s harmonic motion is not 
progressive or structural. Instead, sequences of harmonies are juxtaposed for coloristic effect. On 
the other hand, Copland’s use of texture is clearly developmental and shapes the work’s 
structure. The narrative begins with a flowing solo recitative depicting the universe as a formless 
void. It culminates in a sonorous eight-part chorus resounding in awe at the creation of the 
human soul. Between the two, the series of textures—including monophony, paired voices, 
homophony, imitation, canon, and heterophony—become increasingly dense and complex as the 
tale unfolds. Copland repeatedly employs these devices, adding voices one by one to shape the 
narrative of each day’s creative acts, and then reducing the texture to begin the subsequent day. I 
refer to his technique of gradual intensification as textural crescendo.  Copland’s revisions reveal 
the extent to which he was conscious of this incremental design.   
 
In Copland’s initial sketch, the first four verses of Genesis were declaimed monophonically. It 
appears, however, that he intended an alternation between soloist and chorus, which was to enter 
in the middle of the second verse, with the phrase, “And the spirit of God moved upon the face 
of the waters” (continuation of Sketch 41–42, transcribed in Example 3.1.8). The next three 
                                                
39 Thomson, “American Composers,” 68. 
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staves were left blank, probably with the intention of later filling in a choral recitation of the 
fourth verse, “And God saw the light, that it was good: and God divided the light from the 
darkness.” Skipping over those verses for the moment, Copland turned to setting the fifth verse, 
“And God called the light Day, and the darkness he called Night,” in five-voice homophony in F#   
major.  
 
 
Example 3.1.8 Transcription of “And the Spirit of God,” Sketch 41–42 
 
 
 
In his subsequent draft, Copland introduced the chorus “And the spirit of God moved upon the 
face of the waters” in a three-part canon for alto, tenor, and soprano (Draft 1, Facsimile 3.1.9a 
and Example 3.1.9b, which corresponds to measures 13–17 of the completed score). After the 
soloist’s recitation of verse three, one half of the chorus was to begin the fourth verse, “And God 
saw the light, that it was good,” and another three-voice chorus of soprano, tenor, and bass was 
to continue, “And God divided the light from the darkness.”  Copland marked the following 
phrase, “And God called the light Day,” for “Tutti Chorus,” and set the fifth verse anew in four-
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voice homophony. Thus, he abandons the five-voice homophony he had originally sketched for 
this verse (Example 3.1.8) and saves this harmonic progression entirely composed of major 
triads for a later depiction of the state of rest. 
 
 
Facsimile 3.1.9a “And the Spirit of God,” Draft 1, with revisions 
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Example 3.1.9b Transcription of “And the Spirit of God,” Draft 1, before changes 
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Later, however, he crossed out one voice in each of these choral sections to create an incremental 
textural progression from one to four voices. (Copland’s revisions of Draft 1, Facsimile 3.1.9a, 
are transcribed in Example 3.1.9c.) Copland modified this draft slightly when editing the 
completed score, in which the opening solo recitative leads to a two-part canon for alto and 
tenor, “And the spirit of God moved upon the face of the waters.” The soloist’s second recitative, 
“And God said ‘Let there be light,’” is no longer monophonic, but is supported by the altos’ and 
tenors’ B♭ pedal point. This phrase is followed first by a soprano–tenor duet in contrary motion, 
“And God saw the light…,” and then a homophonic trio for soprano, alto, and tenor, “And God 
called the light Day.” All four choral voices are present for the first time for the phrase, “And the 
darkness he called Night” (Draft 2 and score, measures 13–39). 
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Example 3.1.9c Transcription of “And the Spirit of God,” Draft 1, after changes 
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Thus, the soloist’s formless void from the beginning of creation is gradually filled in, voice by 
voice; at the conclusion of the first day, night is blanketed with all four choral voices. The first 
entrance of the bass voices to depict the darkness of night (measure 35 of the completed score) 
invites singers and conductors to highlight the bass line and to consider the balance and tone 
quality Copland may have had in mind. Copland defers his use of five-voice texture for the 
moment, reserving his original five-voice setting of Genesis 1:5 (Sketch 42, Example 3.1.8) for 
the opening of Genesis, Chapter 2, summarizing the completion of creation on the seventh day.  
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DAY 2—FIRMAMENT • AND . . . AND . . . AND . . . • HEAVEN	  	  
Three musical elements stand out in Copland’s setting of Genesis 1:6–1:8, which describes the 
dividing of the firmaments on the second day. These elements involve the work’s harmonic plan 
and juxtapositions, Copland’s challenges with this section’s contrapuntal writing, and his 
approach to declamation of the Genesis text. On this second day, Copland sets aside the 
beginning motive, in favor of triadic arpeggiations and duple versus triple cross-rhythms that 
depict the separation of the firmaments as if by hammering a metal dome. Copland’s articulation 
of the story’s framing motto, as well as his attention to its predominant word, the simple 
conjunction and, point to his interpretation of the Genesis narrative as a continual proliferation of 
new life on earth. 
 
COPLAND’S CONTRAPUNTAL CHALLENGE—“AND GOD MADE THE FIRMAMENT” 	  	  
While Copland’s editing of the counterpoint for In the Beginning’s first day was relatively 
straightforward—primarily subtracting voices at the beginning of a section to allow for a later 
textural crescendo—he seemed to struggle with revisions of several later contrapuntal passages. 
These longer sections generally involved far more than the deletion or addition of a single voice, 
and the complexity of his revisions often required him to pen multiple drafts. Among Copland’s 
most labored revisions were his several versions of the work’s second imitative passage, the 
setting of Genesis 1:7, “And God made the firmament and divided the waters which were under 
the firmament from the waters which were above the firmament.”  
 
In Hebrew, the “firmament,”  [raqiya] shares a root with the Hebrew word  [raqua] “to 
beat or spread out.” Wayne Pitard explains that the ancient Israelites conceived of the firmament 
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as a barrier that held the heavens up and kept the seas contained below. This solid dome had 
been formed above the earth by a process of hammering, as one might hammer a lump of metal 
into a thin sheet.40 Copland symbolizes the parting of the waters by delineating the voices in a 
fugato passage in which duple and triple rhythms occur simultaneously. Whether or not Copland 
was familiar with this ancient conception of the firmament, his layering of conflicting rhythms 
presents an aural soundscape reminiscent of a blacksmith’s hammering.  
 
Copland reworked this passage more than any other in this piece, and his compositional process 
in this section is therefore quite difficult to decipher. In some ways, his revision process mirrors 
the thematic hammering and forging of the firmament itself. He drafted this passage at least three 
times, and included several symbols indicating insertions and correspondences between one 
sketch and another. Copland marked Sketches 48 and 47 as “3” and “4,” respectively, and he 
seems to have borrowed these as models while working on pages 3–4 of the continuity draft (see 
Facsimile 3.2.1 and Facsimile 3.2.2). Copland also appears to have used one of his sketch pages 
(Sketch 6, which bears the number “4” in Copland’s hand) as a model for Draft 4 (see Facsimile 
3.2.3). Once he was done revising and copying the material on this page, it appears that he turned 
it over to use the back as he continued his draft (Draft 5). Thus, the fifth and sixth pages in the 
Library of Congress online archive include material that is likely out of order. 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Wayne Pitard, interview with the author, Urbana, IL, July 28, 2014, and August 3, 2015. 
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Facsimile 3.2.1 “And God made the firmament,” Sketch 48, 3rd system 
 
 
 
 
 
 
 
Facsimile 3.2.2 “And God made the firmament,” Sketch 47, 3rd and 4th systems 
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Facsimile 3.2.3 “And God made the firmament,” Sketch 6, which Copland had numbered “4” 
 
 
In Copland’s final version, although all four voices participate, the alto and tenor parts are 
aligned textually, so only three strands of text are heard. It appears that he began with a true four-
part texture, with the soprano entry on A♭4, and then introduced the three lower voices 
individually, three beats apart (see Sketch 48, Facsimile 3.2.1). He later marked the four-voice 
section—beginning with the last six notes of the preceding recitative—“1 tone lower.”  Copland 
may have concluded this was too thick and complex a texture for the piece’s first contrapuntal 
passage, and decided to lead with a two-voice imitative introduction (see Sketch 47, bottom 
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system in Facsimile 3.2.2). In this second sketch (47), the first statement of “And God made the 
firmament” was scored for tenors and basses. It was ultimately assigned to the sopranos and 
altos, which creates a smoother transition from the soloist’s recitative (measures 50–62). 
 
TEXT PAINTING—VOICE CROSSINGS TO RAISE THE FIRMAMENT	  	  
Among the methods Copland used to convey elevation are voice crossings, chord spacing, and 
inversions. When the alto crosses above the soprano or the tenor above the alto, the register shift 
and tension in the lower voice convey the impression of ascent. If an upper voice were to sing 
the same pitches, this lifting sensation would not be present. For instance, the first time Copland 
comes to the conclusion of a phrase on the word “firmament,” he uses a C major sonority in first 
inversion. The sound of the bass voice on the third of the chord, an E4, definitely suggests 
height, as does the voice crossing between the sopranos and altos, in which the altos sing E5, a 
doubling of the bass’ third, above the sopranos’ C5 (measure 62). Copland conceived this 
voicing in Sketch 47, his initial sketch. The voice crossing of the alto and tenor six measures 
later on the same word was a later revision, however. In his initial sketch for measure 68 (Sketch 
47), the alto is above the tenor, but in his draft (Draft 5), Copland erased these original alto and 
tenor notes and reversed them.41 To emphasize the heavens’ upward expanse, he also repeats the 
words “above the firmament” in measure 62. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41	  Revisions of Sketch 47 in Draft 5 are discussed in greater detail later in this chapter. The voice crossings can be 
seen in Sketch 47, Facsimile 3.2.8a, on page 118, and in Draft 5, Example 3.2.9, on page 120. 
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COPLAND’S HARMONIC FRAME AND USE OF “BITONALITY” 	  	  
In the Beginning’s largely triadic harmonic language challenges singers and listeners with its 
unexpected peregrinations—for instance, his setting of the second day’s final phrase, “And God 
called the firmament Heaven.” Copland acknowledged these challenges, writing, “Because the 
solo part is difficult and exacting and there are some quick harmonic changes for the chorus, I 
included an optional piano part as an aid to the singers when the piece was published. Organ has 
occasionally been substituted for piano.”42 Pollack maintains these difficulties stem from the fact 
that the work’s harmonic relationships are not structural. He writes, 
In the Beginning travels through a number of distantly related keys that do not seem to 
have any symbolic significance or hierarchical relationship; in fact, no single key stands 
out as particularly central. Rather, the work alternates a handful of favored keys, much as 
certain musical motives appear and reappear. These tonal shifts, sometimes quite jolting, 
make it hard for an unaccompanied chorus to stay in tune, but Copland writes the work so 
as to minimize such difficulties.43 
 
 
Although Pollack asserts that In the Beginning’s harmonic wanderings feel haphazard, as the 
following analyses will show, the “quick harmonic changes” that Pollack describes as “jolting” 
occur within a broader tonal plan displaying strategy and some consistency. Other scholars, for 
instance Stephen Sieck, choose to consider In the Beginning’s melodic and harmonic language in 
light of intervallic relationships and modified set theory.44 While unexpected tonal shifts and 
intervallic relationships are certainly significant, beginning with Sketch 47 for the second day, 
Copland’s sketches and drafts provide evidence that the composer’s conception of this work was, 
in fact, tonal. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42 The Complete Copland, 188. 
43 Pollack, Aaron Copland: The Life and Work, 423. 
44 Stephen Sieck, “Be Fruitful and Multiply.” Sieck interprets the melodic and harmonic language throughout In the 
Beginning as an extension of the opening motive’s “simple gesture of a second and a third spanning a fourth,” 50.  
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Although the piece’s harmonic relationships are somewhat unexpected, reaching beyond 
functional fifth-related progressions, Copland’s sketches demonstrate that he considered and 
reconsidered his tonal plan. Copland’s use of bitonality and surprising harmonic juxtapositions 
can best be understood within the context of In the Beginning’s overall harmonic framework and 
tonal architecture. Copland includes key signatures for approximately one-third of the work and 
employs occasional root motion by fifth, but many of his disorienting harmonic shifts are based 
on root motion by third or common-tone transitions. As noted earlier, under his preliminary 
sketch for the second day, Copland mapped out an ascending tonal sequence for the motto “And 
the evening and the morning were the nth day.” 45 In addition, at some point during his 
compositional process, Copland outlined a key scheme for the entire work, which elucidates his 
approach to the work’s harmony. It is difficult to determine when Copland penciled in this 
outline, however, due to its placement within the manuscript. The page containing Copland’s 
harmonic outline, numbered “51” by the Library of Congress curator (Facsimile 3.2.4), is 
actually the right side of a folded manuscript page. The outline appears on the right side of the 
last sketch page, which is attached to the first page of Copland’s draft. The folded folio 
containing pages numbered “1,” “2,” and “51” was used as a cover or folder, enclosing the 
remaining pages of Copland’s sketch and draft. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45 See Sketch 47, Facsimile 3.0.1a and Example 3.0.1b on pages 69–70. 
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In the Beginning, key scheme, Draft 51, with transcription 
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A close examination of page 51 suggests that Copland revisited his harmonic outline from time 
to time. His pencil strokes appear to be of different weights, and he erased and changed a few of 
the keys he had initially specified. He revised others, substituting enharmonic spellings. For 
instance, he originally listed “D♭/F# ” for the coda’s central section (Genesis 2:5–2:7, measures 
355–375), but ultimately notated it in C#. One can see from Facsimile 3.2.4 that Copland 
designated the pitch level of each framing motto, “And the evening and the morning were the nth 
day,” with the indications “1st” through “6th.” He also included keys of some of the material 
between these points of articulation. Within the fourth day, he erased the key of “B♭” and 
substituted “E.” This revision suggests that Copland began drafting his outline no later than 
when he was completing his setting for the fourth day. This change in Copland’s diagram of the 
fourth day, coupled with his autobiographical musing, “I was uncertain about how it would 
proceed until I got to the third day of creation—only then did I feel that my idea would work,” 46 
may suggest that Copland began this harmonic outline soon after he had drafted his setting of the 
third day. 
 
This harmonic chronology illuminates Copland’s thought process concerning the piece’s overall 
harmonic structure, which clearly has its roots in tonality. That Copland conceived his setting of 
all seven verses from Genesis Chapter 2 as a coda, comprising both God’s rest on the seventh 
day and the second account of creation, informs our understanding of both his architectural plan 
and his harmonic design. His outline for the body of the work presents symmetrical elements, as 
it both begins and ends with harmonic motion from D to G. The harmonic ascent by semitone 
from D to E♭ also provides a sense of harmonic design. It is present both on a small scale—from 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46 The Complete Copland, 187–88. 
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the beginning to end of the first day, measures 1–38—and in the journey from beginning to end 
of the entire work. The first page of Copland’s draft provides further evidence that the composer 
heard the opening motive in D major. His draft of the work’s first twenty-one measures 
(Facsimile 3.1.1 on page 87) begins with a D major key signature, which continues through the 
first day’s recitative (Draft 1–2). 
 
Several of Copland’s transitions from one day to the next feature one type of “jolting” tonal shift 
Pollack describes: Copland introduces bitonal passages in which the chorus sustains one 
harmony while the soloist sings another. The two juxtaposed harmonies, which are often marked 
by a cross relation, seem to be an important facet of the work’s harmonic structure. In the 
transition from the first day into the second day, for instance, the chorus sustains a C♭ major 
chord, while the soloist arpeggiates a descending A♭ major triad (measures 43–48, see last two 
bars of Example 3.2.5). Writing in 1985, Butterworth proposed that this mingling of C♭ and Cn 
“provides a hint of negro ‘blues.’”47   
 
 
 
Example 3.2.5 Transcription of “And the evening and the morning were the first day,” measures 40–44 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47 Butterworth, 113.  
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Similarly, at the conclusion of the second day, the chorus sustains D♭  major, while the soloist 
introduces the third day in E♭   major (see Example 3.2.6). Here, the soloist’s Dn, the 7th scale 
degree in the 8–7–5 motive, rubs against the tonic of the sustained D♭  chord. At the close of the 
third day, the chorus sustains D major while the mezzo-soprano launches into the brighter B 
major of the lights in the firmament (measures 132–34).48  
 
Example 3.2.6 And the evening and the morning were the second day, SATB with mezzo-soprano solo, measures 71–75 
 
 
By introducing harmonic tension into a stable triad, these cross-relations at transition points 
propel the narrative’s drama forward. These sustained chords for chorus underneath the soloist’s 
recitation in a contrasting key are also reminiscent of solo passages in Benjamin Britten’s Hymn 
to St. Cecilia, a work Copland may have known, given his friendship with Britten and Peter 
Pears.49 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48 See Facsimile 3.4.3a and Example 3.4.3b on page 153.  
49 For discussions of Copland’s visits with Britten, Pears, and W. H. Auden between 1940 and 1942, when Hymn to 
St. Cecilia was written, see Sherill Tippins, February House (Boston: Houghton Mifflin), 2005. For a broader 
summary describing Copland’s friendship and visits with Britten and Pears between 1938 and 1974, see Footnote 9, 
pp. 87–88 of Benjamin Britten, Letters from a Life: The Selected Letters of Benjamin Britten 1946–1951, Vol. 3, 
Donald Mitchell, Philip Reed, and Mervyn Cooke, eds. (London: Faber and Faber) 2004. Britten was in residence 
for the 1946 premiere of his opera Peter Grimes at Tanglewood, where it is likely that Copland, who chaired 
Tanglewood’s composition faculty, would have discussed Harvard’s commission with his friend and colleague. 
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Table 3.2.7 summarizes In the Beginning’s harmonic structure, day by day, and compares the 
outline Copland sketched with the series of tonicizations he ultimately employed. The timing of 
Shaw’s performance is included to offer a sense of proportion. Copland used key signatures for 
close to half of the work, in sections that prolong a diatonic scale and require few additional 
accidentals. Contrapuntal sections with sequences or that migrate through a series of fifths make 
use of frequent accidentals. Such passages—for instance, “And God made the firmament” 
(measures 52–57) and “So God created man,” (measures 262–272)—were written without key 
signatures. Copland’s choice to include or omit key signatures seems to be based on whether 
those key signatures would eliminate the need to add many accidentals, rather than whether or 
not he had a tonal framework in mind. 
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50  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 Robert Shaw, In the Beginning, Aaron Copland, May 19, 1947. Carnegie Hall, New York. Original recording: test 
pressing. RS/Yale.	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HARMONIC JUXTAPOSITION: “AND GOD CALLED THE FIRMAMENT HEAVEN”  	  
In addition to the simultaneous combination of contrasting sonorities, In the Beginning also 
features challenging juxtapositions of harmonies. The difficulty of singing these transitions is at 
times mitigated by a common-tone relationship. These transitional common tones may be what 
Pollack means when he asserts, “Copland writes the work so as to minimize such difficulties.”51 
Copland often created these colorful harmonic shifts by raising or lowering a section of music he 
had composed previously. At times, he made these adjustments in the middle of a verse or even 
in the middle of a phrase. 
 
One such instance, found in Copland’s setting of the second day, exemplifies the composer’s 
transposition technique and the challenges such shifts create for the singers. The following four 
sketch transcriptions, which correspond to measures 66–74 of the completed score, demonstrate 
Copland’s approach to harmonic juxtaposition. As was noted in Table 3.0.2 on page 71, 
Copland initially sketched the motto, “And the evening and the morning were the second day,” 
in C major. In his preliminary sketch, he began the preceding phrase, “And God called the 
firmament Heaven,” with a C major chord in first inversion and concluded with a G major chord 
in first inversion (Sketch 47). The return of C major for the motto would have created a I6–V6–I 
progression—a progression typical of the previous century’s common-practice period (see 
Facsimile 3.2.8a transcribed as Example 3.2.8b).  
 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51 Pollack, Aaron Copland: The Life and Work, 423. 
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Facsimile 3.2.8a “And God called the firmament Heaven,” initial sketch with revisions, Sketch 47 
 
 
 
 
Example 3.2.8b Transcription of “And God called the firmament Heaven,” initial sketch, Sketch 47 
 
 
Copland later edited his sketch by bracketing the first half of the phrase, “And God called the 
firmament,” and marking it with the notation “1/2 tone lower,” whereas the word “Heaven” was 
also bracketed but marked instead, “1/2 tone higher,” as in Facsimile 3.2.8a, transcribed as 
Example 3.2.8c. 
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Example 3.2.8c Transcription of “And God called the firmament Heaven,” initial sketch with revisions, Sketch 47 
 
 
 
These adjustments would have created a phrase that moved from a C♭ major triad to an A♭ major 
triad in first inversion, as shown in Example 3.2.8d. With this revision, the concept of “Heaven” 
was lifted up via the surprising sonority of A♭ major and the bass ascent from C♭ to Cn   on 
successive downbeats. The basses’ middle C then prepared the C major statement of the motto, 
“And the evening and the morning were the second day.” Here, to mark the close of the second 
day, Copland replaced the more traditional root motion by fifth with a harmonic third 
relationship using a dramatic, common-tone juxtaposition. A realization of Copland’s 
instructions for this passage would be notated as follows: 
 
 
Example 3.2.8d “And God called the firmament Heaven,” Copland’s revisions realized, Sketch 47  
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When Copland initially transferred this passage from his sketch (S47) to his draft (D5), he 
included the flats, as in Example 3.2.8d. Copland later erased all the flats from this passage of 
the Draft 5, changed two or three pitches in the lower voice parts, and added two instructions: He 
wrote, “(without ♭’s)” above the first half of the phrase, and “(A major)” above the word 
“Heaven” (see Example 3.2.9). Above the draft of “And [the evening] and [the morning were 
the] second Day,” now in D♭ major, he wrote, “(as is).” Copland retained these changes in his 
final version (measures 66–73), with a significant revision of dynamics: While the draft 
highlights “Heaven” with a diminuendo to piano, in the completed score, “Heaven” is elevated 
with a crescendo to fortissimo. 
 
Example 3.2.9 Transcription of “And God called the firmament Heaven,” Draft 5, after revisions 
 
In its final form, the passage moves from C major to A major to D♭ major. As shown in Figure 
3.2.10, difficulties of this striking transition are eased by the fact that the third of the A major 
chord on “Heaven,” the bass C#, becomes the root of the following D♭ major sonority (which 
corresponds to measures 69–71). 
 
Figure 3.2.10 Common-tone harmonic shift, Draft 5 
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Since the key of D♭ lies between the C♭ of the motto for the first day and the D major motto 
concluding the third day, this modification allowed Copland to preserve an ascending key 
structure, as he had originally outlined while drafting music for the second day (see Sketch 47 in 
Example 3.2.8a). Draft 5 also suggests that he likely began his harmonic outline (in Sketch 51, 
Facsimile 3.2.4 on page 111) only after he had completed his draft for the second day. Apart 
from his later reversal of the diminuendo toward “Heaven” and one tenor pitch change, Copland 
adopted the revision in Example 3.2.9 as his final version of this passage (Draft 5, which 
corresponds to score, measures 66–71).  
 
In the Beginning’s difficult tonal shifts are mentioned by the composer, himself, as well as by 
most scholars and singers who discuss the work. Yet understanding Copland’s harmonic plan 
and repeated use of transitions related by thirds and common tones can help singers to master the 
work’s harmonic language and intonation challenges. The preceding example and subsequent 
discussions of similar revisions in Copland’s fifth day and epilogue demonstrate that focusing 
attention in rehearsal on the points where Copland shifted entire sections of music up or down a 
step—or even a third—can aid singers in negotiating these harmonic complexities. 
  
DECLAMATION—“AND”—THE CUMULATIVE WORK OF CREATION	  	  
In Copland’s setting of the Genesis text, the most prominent word may be the simple conjunction 
and. The composer’s emphasis on this conjunction is unusual and striking, drawing attention to 
the fact that twenty-nine of the thirty-one verses in Genesis, Chapter 1, begin with the word 
“And.” In fact, the word “and” occurs 112 times within the first thirty-eight verses of Genesis, 
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and thus accounts for more than ten percent of the words in the passage Copland chose to set. In 
the King James Version, as in the Hebrew, most of the internal sentences and phrases within 
verses also begin with “And.”52 Copland’s layering and use of textural crescendo as form are 
well-suited to the Genesis text’s highlighting of the word “And.” His choice to draw attention to 
this seemingly insignificant conjunction may also prompt singers and conductors to consider 
their approach to singing the word “And” throughout the work. 
 
Copland’s emphasis on the word and, which was apparent in his music for the first day, becomes 
even more striking on the second day. Recounting the first day’s events, the second verse of the 
King James text is divided into two sentences: “And the earth was without form, and void; and 
darkness was upon the face of the deep. And the spirit of God moved upon the face of the 
waters.”  Because Copland begins the second sentence as a descending D major scale, its first 
word, “And,” is automatically accentuated. This stress may have been even stronger in 
Copland’s initial version, since in the first sketch, the soloist’s preceding phrase, “and darkness 
was upon the face of the deep,” concluded with a low D4, as seen in Sketch 41, Example 3.1.7 
on page 95. In this first version, the chorus altos’ first entrance on D5, an octave higher, would 
have been even more striking.53    
 
Copland’s conscious focus on the conjunction “And” is evident in both his preliminary sketch 
and his subsequent draft. He frequently wrote the word “And” with a capital “A,” even when the 
biblical text called for lowercase. One example is the passage, “And God made the firmament 
And divided the waters” (see Sketch 48, Facsimile 3.2.1, page 106). Another is the framing 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 See Appendix A for Genesis text with the word and highlighted throughout.  
53 This corresponds to measure 13. 
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motto, “And [the evening] And [the morning were the] nth day.”  In this latter instance, Copland 
did not bother to write out the intervening words. Writing the repeated notes in his usual 
shorthand of stems only without noteheads, he not only capitalized “And” both times, he also 
included tenuto marks above those notes for added emphasis (see Example 3.2.11, which 
corresponds to measures 71–73).    
 
Example 3.2.11 “And [the evening] And [the morning were the] second day,” initial sketch, Sketch 47  
 
 
Just as Copland’s sketches highlight his focus on the word “And” in the framing motto, his initial 
sketch of the four-note motto, “And it was so,” demonstrates his fascination with the 
conjunction. Copland conceived a melodic contour that begins with two consecutive descending 
leaps—a minor third followed by a major seventh—and concludes with an ascending major sixth 
(see Sketch 47, Facsimile 3.2.12a and Example 3.2.12b).  
 
 
 
Facsimile 3.2.12a “And it was so,” Sketch 47 
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As Facsimile 3.2.12a shows, Copland originally began this motto on the pitch D5, but then 
erased those four notes and substituted the same intervallic pattern beginning on F5. He later 
revised the phrase once more by raising the starting pitch to A5.  Thus, in its final version, this 
motto is introduced by the sopranos and tenors, who vividly call attention to this conjunction by 
singing the word “And” at the top of their tessitura, beginning on a high A, fortississimo 
(measures 63–65).   
 
 
Example 3.2.12b Transcription of “And it was so” (including erasures), Sketch 47 
 
 
 As pianist and vocal coach Eric Dalheim once pointed out, the conjunction “And” is a simple, 
grammatical connector that simultaneously highlights the countless acts required to create the 
universe and propels the narrative’s drama forward. Copland sets these many repetitions of the 
word “And” as dynamic forces in the work of creation.54 Copland’s sketches illuminate his 
emphasis on the conjunction “And,” just as William Kinderman’s edition of Artaria 195, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
54 Eric L. Dalheim, interview with the author, 2006. The late Eric Dalheim, professor emeritus of accompanying and 
vocal literature at the University of Illinois at Urbana–Champaign, was a cherished member of my doctoral 
committee. 
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Beethoven’s sketchbook for the Missa solemnis, highlights the composer’s accentuation and 
reiteration of the same pivotal and “expectant” word et in the Latin Credo.55 Singers or 
conductors of In the Beginning might be tempted to soften Copland’s forceful, angular 
expression of this seemingly insignificant word, so as to understate or “correct” Copland’s 
“misaccentuation” of the English language. In order to give voice to Copland’s sense of drama 
and rhetoric, however, they must sing through, and even emphasize the word “And.” Conductors 
might also do well to consider how best to choose and unify an appropriate vowel color when 
singing the word “And” within this distinctive, American setting of the King James text.  
 
 
MARKING TIME—ARTICULATING “AND THE EVENING AND THE MORNING” 	  	  
Before proceeding to the third day, it is useful to consider in greater depth the motto Copland 
used to frame the first account of creation—his setting of the text, “And the evening and the 
morning were the nth day”—and the care he devoted to its articulation. In his multiple sketches 
and drafts of this “framing motto,” the composer reworked its declamation repeatedly, adjusting 
its meter, rhythm, and articulation. His shifting of bar lines, extension of certain note values, and 
insertion of rests create rhetorical emphasis within the narrative’s pivotal phrase. In composing 
this motto, Copland originally sketched a series of continuous eighth notes. He later added a 
quarter rest between the words “morning” and “were” (Sketch 47, Drafts 3 and 5, measures 40–
42 and 71–73). Although this punctuating silence can interrupt the music’s flow, it also focuses 
attention on the numerical sequence of days and the close of each day, and it reminds some 
listeners of the articulation of Hebrew chant. 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
55 William Kinderman, editor and transcriber, Commentary, vol. 1 of Artaria 195: Beethoven's Sketchbook for the 
Missa solemnis and the Piano Sonata in E Major, Opus 109, 3 vols. (Urbana, IL: University of Illinois Press, 2003), 
61. Kinderman notes that this sketchbook opens with the tenors’ unharmonized high G setting the word et. 
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As an oral tradition, cantillation of the Torah has many styles and variants. One style of 
rendering Torah trope has been recorded and published online by World ORT, a Jewish 
international educational organization. The phrase Vayehi erev vayehi boker yom echad, which 
translates literally as, “It was evening it was morning the first day,” is transcribed in Example 
3.2.13 for a frame of reference.56 
 
Example 3.2.13 Transcription of Hebrew chant Vayehi erev vayehi boker yom echad, World ORT 
 
 
 
Although Copland did not adapt true Torah trope when he set the English translation of these 
verses, certain stylistic elements—the use of repeated notes, narrow range, and inflection—can 
be heard similarly. In particular, Copland’s careful articulation of the “framing motto” is 
reminiscent of the trope’s natural phrasing after the words erev (evening) and boker (morning). 
 
In Copland’s setting of the first day, Sketch 48 and Draft 3 demonstrate his process of shifting 
meter, extending note values, and inserting a lift to emphasize the word “first” (see Facsimile 
3.2.14a, transcribed as Examples 3.2.14b and 3.2.14c). That these revisions came later becomes 
particularly apparent when I examine Copland’s reworking of this motto for the second day.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
56 Genesis 1:5, Navigating the Bible II, World ORT, 2000, Realplayer audio. Accessed August 21, 2015 
http://www.bible.ort.org/books/torahd5.asp?action=displaypage&book=1&chapter=1&verse=5&portion=1. 
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Facsimile 3.2.14a “And the evening and the morning were the first day,” Sketch 48 
 
 
 
 
Example 3.2.14b Transcription of “And the evening and the morning were the first day,” Sketch 48, before changes 
 
 
 
 
Example 3.2.14c Transcription of “And the evening and the morning were the first day,” Sketch 48, after changes 
 
 
Initially, Copland substituted a half note for a quarter note to extend the word “first” (Sketch 48). 
He later revised his draft to articulate “first” by replacing that half note with a dotted quarter plus 
an eighth rest (see Draft 3, Facsimile 3.2.15a and Example 3.2.15b). If sung as a simple lift, 
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without a breath or abrupt break, this phrasing has the rhetorical effect of emphasizing each 
specific day, without breaking the chant’s lyricism.  
 
 
Facsimile 3.2.15a “And the evening and the morning were the first day,” Draft 3 
 
 
 
 
Example 3.2.15b Transcription of “And the evening and the morning were the first day,” Draft 3 
 
 
 
Copland’s final version of this passage does not appear in his sketches or drafts. Even page 4 of 
his fair copy (Facsimile 3.2.16) seems to have been copied at first from Draft 3—without the 
punctuating quarter rest between the words “morning” and “were.” It appears that he later 
remembered to insert that quarter rest, which then required crossing out the meter changes he had 
penned initially. 
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Facsimile 3.2.16 “And the evening and the morning were the first day,” fair copy, p. 457 
 
 
 
In drafting this motto for the second and third days, Copland maintained his original rhythmic 
structure without the punctuating rest, which he added later. Only when he got as far as drafting 
music for the fourth day did his first effort present the articulation in its final form. Copland’s 
draft of the framing motto on the second day (Facsimile 3.2.17a and Example 3.2.17b) clearly 
demonstrates that the added rests were later insertions. Copland squeezed quarter rests into the 
second measure for all four voices. The bass voice shows that he sketched this change hastily—
not only is the rest inserted one eighth too early, but the measure actually has one too many 
eighth notes. Errors such as this one are atypical in Copland’s sketches for In the Beginning.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57 Fair copy, holograph in ink on transparent paper, Box 31, Folder 59, AC/LC. 
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Facsimile 3.2.17a “And [the evening] and [the morning were the] Second Day,” Draft 5  
 
 
 
 
Example 3.2.17b Transcription of “And [the evening] and [the morning were the] Second Day,” Draft 5 
 
 
 
Copland clearly exercised great attention to the articulation of his chant-like framing motto, 
making many revisions. One might speculate that his choice took into account a desire to have 
these key words clearly articulated by the singers and understood by the audience in the 
acoustics of Harvard’s Memorial Chapel, which Copland would have known from his Harvard 
teaching experiences in 1935 and 1944. Another possibility is that the inflections and phrasing of 
Hebrew cantillation that Copland heard during his youth had a subtle influence on his setting of 
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these pivotal verses. For some listeners familiar with Hebrew chant, Copland’s setting of the 
framing motto is reminiscent of hearing—or chiming in on—the trope, Vayehi erev vayehi boker 
yom … during the recitation of the Bereishit Torah portion. In any case, singers and conductors 
face the challenge of finding a way to articulate the passage with the added rests, while still 
maintaining the flow and forward motion of Copland’s “oft-told story.”  
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DAY 3—FLORA • IT WAS GOOD 	  	  
Genesis 1:9–1:13 describes two significant events of the creation story’s third day: the 
emergence of dry land from the seas and the sprouting of flora on the earth. While Copland’s 
setting of the surfacing of dry land is relatively short and straightforward, his music to describe 
the flowering of grass, herbs, and trees features expansion and contrapuntal treatment of the 
beginning motive. Revisions in this section also include the insertion of mixed meter in 
homophonic passages to align metrical accent with text stress. Because the third day includes the 
creation of both the land and vegetation, it is the only day in which the narrative includes two 
statements of the phrase, “And God saw that it was good.” Copland’s setting of this significant 
phrase, which he revised several times, may well reflect Jewish interpretations and customs 
related to this text. Since the narrative for the third day of creation repeats the phrase 
 [Vayar elohim ki tov, translated as “God saw that it was good”], the third 
day of the week is perceived in some Jewish traditions as being “double good,” or a day that 
brings good fortune. 
 
FLOWERING OF THE BEGINNING MOTIVE—LET THE EARTH BRING FORTH GRASS	  	  
As Table 3.1.6 on page 94 shows, the beginning motive, which acts as a melodic seed, grows 
and doubles back on itself in phrases of varying lengths. The longest of these melodic 
undulations depicts the emergence of vegetation on the third day, mimicking the movement of 
plants as they grow (see Example 3.3.1): 
	   133	  
 
Example 3.3.1 “Let the earth bring forth grass” motivic pattern, mezzo-soprano solo, measures 102–109 
 
 
Although the thematic repetitions and extensions of the melodic seed provide structural 
coherence, at times these repetitions become static, creating an aural tension. This tension is 
relieved only when notes outside the prevailing pitch collection are introduced to move the 
narrative forward. In Example 3.3.1, for instance, the first twenty-one melodic notes encompass 
only four pitches: C–B–G–E [8–7–5–3]. When Copland finally introduces the second scale 
degree at the end of the phrase, on the word “kind,” the new pitch (D5) creates a sense of 
direction and release. This melodic “D” hints at the tonal center for the following “Somewhat 
faster (flowing)” section, in which the performative speech act is realized once the plants begin to 
emerge and bloom (measures 113–125). This climb from C major to D major is analogous to the 
harmonic trellis Copland builds for statements of the framing motto. Copland provides a similar 
sense of direction into keys with more sharps with his insertion of G#   on “seed” and “kind,” in 
measures 117–119. 
 
The performative utterance of Genesis 1:11 (measures 99–113), the flowing, quarter-note solo 
recitation describing the sprouting flora, is supported by an imitative underpinning in the lower 
three voices. The altos, tenors, and basses declaim the words, “And God said … ‘Let the earth … 
bring forth grass’” in long notes, as though sturdier roots are needed to anchor the rapidly 
flowering foliage above. This passage, presented in Copland’s draft form (see Draft 9, 
transcribed as Example 3.3.2), is also his first contrapuntal setting of the words, “And God 
said,” a pronouncement that introduces nine of the thirty-one verses in Genesis, Chapter 1. 
Copland almost always set “And God said” either with this [8–7–5] figure or with a major triad  
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[5–3–1] or [1–3–5], cells drawn from the extensions of the beginning motive.58 In this passage 
from the third day, these motivic cells are paired contrapuntally, with pitch centers a perfect fifth 
apart.  
 
Example 3.3.2 Transcription of “Let the earth bring forth grass,” initial draft, Draft 9 
 
 
Rather than viewing this melodic flowering as an expansion of the motivic seed, Stephen Sieck 
reads this entire section as the combination of the distinct “beginning” motive [8–7–5] and the 
“triadic” motive [5–3–1]. He argues that Copland blends and overlaps these two motives within 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58 The one exception is the mezzo’s introduction in measures 211–212 [1–3–1]. Yet this pronouncement is followed 
by the familiar motivic statements [8–7–5] and [1–3–5] in the alto, tenor and bass voice parts in measures 213-216. 
	   135	  
the mezzo-soprano solo, but uses them in isolation within the choral parts.59 In contrast, I hear 
these layered motives in the lower voices as short echoes from the extended melodic line, as if 
they were shoots or tendrils from the meandering vine’s main stalk.  
 
Copland’s draft of this passage reveals that he had originally used a descending C-major triadic 
motive G–E–C [5–3–1] for five of the first six choral entrances, including for the alto and bass 
statements, “Let the earth” and “bring forth grass.” He later revised his draft, however, to 
combine both head motifs. The soloist and altos sing F–E–C [8–7–5], as do the basses in their 
second entrance, but the initial bass entrance and the tenor entrance are the major triad G–E–C 
[5–3–8]. In the last of these tenor and bass statements, Copland transfers the third pitch up the 
octave, perhaps to maintain the middle C pedal point currently being sustained by the altos (Draft 
9, which corresponds to measures 106 and 109). In the final version of this passage, because 
Copland has created the aural expectation that each statement of “And God said” will be F–E–C 
[8–7–5], the nuance of the basses’ entrance on the note G in measure 101 is a refreshing surprise, 
one that benefits from some extra attention in rehearsal. 
 
As we will see later, however, Copland crafts a parallel structure and contrapuntal treatment of 
solo and choral voices for the sixth day. He sets the phrase, “Let the earth bring forth the living 
creature” by borrowing both text and music from the passage “Let the earth bring forth grass.” 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59 Stephen Sieck (2008). “Be Fruitful and Multiply,” p 49. For Sieck, the major or minor quality of the seconds and 
triad is less important than the succession of a second and a third to span a fourth. To my ear, the minor second (in 
solfege Do-Ti) and successive skips within that same major scale are too prominent to be discounted. 
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TEXT EMPHASIS AND RE-BARRING 	  	  
As his editing demonstrates, Copland was intentional in his choice and variation of meter and 
rhythmic values. He made frequent use of continuous phrases with shifting meters. Butterworth 
notes that within this musical continuity, Copland composed flexible rhythms matching the 
“natural word inflections, often in passages of chanting, hymn-like chordal textures.” 
Butterworth continues, “The directness of expression is emphasized by the syllabic setting of the 
words with virtually no melismata.”60 Copland’s attention to rhythmic values and directness of 
expression is evident in his reworking of the rhythmic language of the first day, for instance. 
Initially, he had sketched the soloist’s introductory chant, “In the beginning God created the 
heaven and the earth,” with note values that were half the length of those he ultimately selected 
(the opening phrase began with eighth-note triplets), and he wrote measures in either 4/4 or 3/4 
meter without time signatures (see Sketch 41, Facsimile 3.1.2 on page 88). He later adjusted 
both the note values and some of the bar lines by rewriting the recitative on the staff below with 
a 2/2 time signature and beginning with quarter-note triplets.  
 
When revising his sketches, Copland frequently shifted the bar lines. At times, these 
modifications reflect word stress, whereas at others, they directly negate it and seem intended to 
maintain the music’s continuous flow without any undue text accents. Copland’s use of bar lines 
in his parallel settings describing the creation of vegetation and animals underscores his sense of 
word stress and musical flow. In drafting the third day’s four-part homophonic passage 
describing the appearance of plant life “after its kind,” Copland initially used a fairly consistent 
4/4 meter, with one measure in 3/4 time.  He later noted a series of meter changes above the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60 Butterworth, 112. 
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upper staff:  “3/4 | C | 3/4 | 2/4 | 3/4  | C | 3/4 | C | 2/4 | 3/4.”  This re-barring matches the natural 
accents of the text (see Draft 10, Facsimile 3.3.3, which corresponds to measures 113–124). 
Because this passage is homorhythmic, Copland was able to adjust the meter to match the text’s 
inflections. As we will see later, however, in the sixth day’s corresponding passage, which is 
imitative, he was forced to find a different solution to convey text stress.  
 
 
Facsimile 3.3.3 “And the earth brought forth grass,” Draft 10  
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DUPLICATING  “IT WAS GOOD” ON “ TOV TUESDAY” 	  	  
In setting the text of In the Beginning, Copland was meticulous, remaining faithful to the King 
James Version of Genesis, with relatively few deviations. In rare instances, however, Copland 
chose to underline the King James Version’s stylized repetitions of text by reiterating selected 
phrases for emphasis. Each of these occasional text repetitions and minor changes can be seen as 
having a particular purpose, echoing Copland’s interpretation of the biblical verse.  
 
One very brief word repetition concludes the third day’s description of the flowering of the earth.  
In his initial sketch, Copland assigned all four voices a single, homophonic and syllabic 
statement of the phrase, “And God saw that it was good” (see top of Sketch 46, Facsimile 3.3.4a, 
transcribed as Example 3.3.4b). 
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Facsimile 3.3.4a “And God saw that it was good,” Sketch 46— “10” at top in Copland’s hand  
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Example 3.3.4b Transcription of “And God saw that it was good,” Sketch 46 (top) 
 
 
At the bottom of this sketch page, presumably at a later date, Copland attempted a second 
version of this phrase, in which the voices entered in imitation (see bottom of Sketch 46, 
Facsimile 3.3.4a, transcribed as Example 3.3.4c). Copland marked the top of this sketch page 
“10,” corresponding to the page he numbered “10” in his continuity draft, which contains 
additional revisions of this passage.61  
 
Example 3.3.4c Transcription of “And God saw that it was good, Sketch 46 (bottom) 
 
 
 
It appears that with these two pages side by side, Copland may have attempted a version of this 
passage with three imitative entries two beats apart: soprano, then alto, followed by basses and 
tenors entering simultaneously (see erasures in the second and third measures of Draft 11, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 Draft 11, In the Beginning, sketches, Box 31, Folder 59.3, AC/LC.  
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Facsimile 3.3.5a, transcribed as Example 3.3.5b). Copland erased the third entry before he had 
completed it, simplifying the passage somewhat.  
 
 
 
Facsimile 3.3.5a “And God saw that it was good,” Draft 11, with erasures 
 
 
 
Example 3.3.5b Transcription of “And God saw that it was good,” Draft 11, with erasures 
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He then erased the tenor and bass entries and brought the tenors in two beats later (Draft 11 and 
completed score, measures 125–128; see Example 3.3.6).62 This thinning of the texture in the 
lower three voices allows the sopranos and altos to reaffirm and highlight the words, “it was 
good” and be clearly understood. In his final version, to draw attention to this passage and its 
unexpected cadence on D#   major, Copland marked it “slower,” and added a ritard, a diminuendo, 
and a short fermata. 
 
 
Example 3.3.6 “And God saw that it was good,” measures 125–128 
 
 
The third day is also the only day out of the six days of creation for which Copland did not 
prepare the framing motto with a common tone modulation. The phrase “it was good,” which 
ends on a D#   major chord, is followed by “and the evening and the morning were the third 
day”—set one half step lower, in D major, with no common tone between the two. This shift, 
one of In the Beginning’s most challenging transitions for singers to tune, places an aural “halo” 
around the words “it was good,” or [ki tov] in Hebrew (see measures 128–131, 
Example 3.3.7).  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
62 Sketch 46, 4th system, may have been composed after erasures in Draft 11. 
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Example 3.3.7 “it was good” with transition, measures 128–131 
 
 
This key phrase, which is interpreted as expressing God’s satisfaction with the work of creation, 
is included twice on the third day: first to recognize the creation of the dry land in Genesis 1:10, 
and then to commend the flowering of vegetation. This repetition of the phrase “vayar elohim ki 
tov” informs a cultural tradition in some Orthodox Jewish circles, whereby the third day of the 
week is considered “double good.” Even today, in Brooklyn where Copland was raised, among 
other cities, this day is sometimes referred to as “Tov Tuesday,” a day when it might be 
especially beneficial to get married, sign an important business contract, or plan other important 
activities for which extra blessings are desired. Within the context of Copland’s Jewish 
background and his family’s social and business spheres, it seems entirely plausible that he 
would have been familiar with the interpretation that sparked this tradition, and that it may have 
influenced his musical setting for the third day. 
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DAY 4—LIGHTS IN THE FIRMAMENT 	  	  
Copland’s setting of the fourth day, Genesis 1:14–19, stands out for its exuberant character, jazz-
influenced rhythms, and absence of bar lines. Copland writes that In the Beginning “does not 
incorporate folk music or jazz materials, but jazz rhythms are used in various sections, 
particularly for the verse ‘And let there be light [sic] in the firmament of the heavens.’”63 This 
lively passage depicting the fourth of seven days becomes the fulcrum of the first account of 
creation. It begins with a parallel of the first day’s utterance, “Let there be light,” which is 
expanded here to encompass many specific lights. Copland developed and lengthened his 
germinal idea from sketch to score, and in doing so made his most substantial revision of the 
Genesis text. With the work’s only repetition of an entire biblical verse, he prolonged the “jazz 
rhythms” and animated leaps depicting this dazzling interlude of sun, moon, and stars. 
 
THE GENESIS TEXT’S PARALLELISM 	  	  
Hebrew Bible scholar Wayne Pitard explains that the first account of creation establishes a 
parallel structure between the creative acts of Days 1–3 and those of Days 4–6.64 On the first 
three days, God forms and delineates elements of space and time to be filled by the 
corresponding creations of the following three days: Whereas on the first day, God separates 
light from darkness and day from night, on the fourth day, God sets the lights (sun, moon, and 
stars) in the firmament. On the second day, God makes the firmament to separate the seas from 
the heavens, and on the fifth day, God commands the waters to bring forth sea creatures and 
fowl. Finally, on the third day, God makes the dry land appear and “bring forth grass,” while on 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
63 The Complete Copland, 188.	  
64 Pitard, interview with the author. See also Coogan, The Old Testament, 33–34.  
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the sixth day, God commands the earth to bring forth mammals and humans, for whom God has 
“given every green herb for food” (see Table 3.4.0). 
 
Table 3.4.0 Genesis 1: First Account of Creation 
 
Day 1 light 
day & night 
Day 4  sun & moon 
stars 
Day 2 dome 
seas & heavens 
Day 5 sea creatures 
birds 
Day 3 dry land 
vegetation 
Day 6 land animals 
humans 
 
 
 
 
In response to this parallelism, Copland developed subtle parallels between his settings of Days 
1–3 and his settings of Days 4–6. The fourth day stands out for its repetition and expansion of 
the first day’s phrase, “Let there be light.” Here, Copland draws upon the opening mezzo-
soprano solo as the seed for his setting of “Let there be lights in the firmament.” Both passages 
open with the anacrusis of three repeated notes for “Let there be,” which, on the first day, 
introduces an ascending minor third leap to “light” (Example 3.4.1, measures 19–20). This 
interval is expanded here to a perfect fourth, and later grows to a fifth and then a major sixth 
within the soloist’s opening passage in B major (Example 3.4.2, measures 134–136). 
 
 
Example 3.4.1 “And God said ‘Let there be light,’ and there was light,” measures 17–21 
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Example 3.4.2 “Let there be lights in the firmament,” measures 132–136 
 
 
THE SUN, MOON, AND STARS 	  	  
In considering the fourth day’s verses, Pitard illuminates the text’s deliberate ambiguity that 
avoids naming these lights in the firmament—an ambiguity biblical scholars believe may have 
been motivated by the Priestly authors’ desire to preserve their Israelite community.65 To 
understand this hypothesis, it is helpful to clarify scholarly theories of multiple authorship: 
During the Middle Ages, a few Jewish and Christian scholars recognized historical and linguistic 
inconsistencies in the Torah, also referred to as the “five books of Moses.” Having observed 
several doublets—passages that presented the same events but with variations in details—which 
suggested multiple authors or author groups, they challenged the traditional notion that Moses 
was the sole author of the Torah, or Pentateuch.66 During the nineteenth century, these 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 Ibid. 
66 See Coogan, The Old Testament, Chapter 2, “The Formation of the Pentateuch,” 49–58. 
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discoveries were codified by German scholar Julius Wellhausen (1844–1918) and became 
known as the “Documentary Hypothesis.”67 Among these doublets is the Genesis creation 
narrative, which exists in two distinct versions. The majority of present-day biblical scholars 
attribute the first account of creation in Genesis 1–2:4a to a Priestly author or author group 
writing during the Israelites’ exile in Babylon in the sixth century BCE. This account is known 
as the “Priestly” account, or “P.” Pitard explains the theory that these priests hoped to dissuade 
their Israelite followers from emulating their Babylonian neighbors, who worshiped Marduk and 
a host of other gods. Although the Israelites were monotheistic, the creation narrative that they 
had passed down orally for centuries—which became the second account of creation—bore 
many similarities to the Babylonian Enuma elish epic, in that God behaves in very humanlike 
ways. In this narrative, God is consistently referred to with the divine name “Yahweh.” Thus, the 
second account of creation is known as the Yahwist account—or “J” for Jahwe in German.68 To 
shift the way the Israelites perceived their familiar, beloved narrative, the priests of the 
Babylonian exile preceded the Yahwist account beginning in Genesis 2:4b with an elegant, 
memorable, literary frame depicting God as an omnipotent and omniscient higher power 
(Genesis 1–2:4a).69  
 
Pitard suggests that in Genesis 1:14–1:16, these Priestly authors purposely referred to the “lights 
in the firmament to divide the day from the night” and to the “greater” and “lesser” lights that 
rule the day and night, rather than explicitly naming them as sun and moon. These lights were 
also specifically assigned the responsibility to “be for signs and for seasons and for days and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
67 For scholarship related to the authorship of Genesis, see Coogan, The Old Testament, 51–55; and Friedman, Who 
Wrote the Bible?, 22–32. 
68 Coogan, The Old Testament, 52.  
69 Pitard, interview with the author. 
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years,” which relegated them to administrative roles of marking time, rather than granting them 
more exalted positions. Scholars believe that this conspicuous omission of the Hebrew words for 
moon (yareach) and sun (shemesh) was designed to discourage the Israelites from connecting the 
Hebrew creation story with the Babylonian gods named for the moon (Yarich) and sun 
(Shamash), who were important deities in the culture in which the Israelites lived in exile. The 
biblical verses mention the stars only briefly at the conclusion of Genesis 1:16, which notes, “he 
made the stars also,” almost as though it were an afterthought. 
 
 
THE SHIMMERING LIGHTS—THOMSON’S  “PICTURESQUE SET-PIECE” 	  	  
Copland may have missed the distinction that the “lights in the firmament” actually referred to 
the sun and moon but did not encompass the stars, or if he was aware of this, he may have 
chosen to ignore it. His depiction of the appearance of lights in the firmament is especially vivid. 
With its divided upper voices, sudden leaps, and Copland’s self-described “jazz rhythms,” this 
section seems to illustrate the proliferation of shimmering lights within the infinite expanse of 
the universe. With the sustained pedal tones in the men’s voices, Copland suggests the vastness 
of the heavens and the distance these lights have traveled through space to reach the earth. By 
removing the solid bar lines and replacing them with dotted ones, and by introducing 
unpredictably-spaced entrances of “lights!” in the men’s parts, Copland creates a fluidity 
suggestive of the immeasurable stars of the universe (measures 133–142). 
 
This is the one section of In the Beginning that consistently captured contemporary critics’ 
imagination and received their praise. Virgil Thomson, whose Modern Music article had greatly 
wounded Copland fifteen years earlier, was also a Harvard alumnus from the class of 1922 and 
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an invited Symposium presenter. The morning of the premiere, he had given a lecture entitled, 
“The Art of Judging Music.”70 In his review of the Symposium’s choral concert, published the 
following day in both the Harvard Crimson and the New York Herald Tribune, Thomson 
critiqued In the Beginning as being “the least ambitious expressively of the three [commissioned] 
pieces. It is modest and thin of substance.” 71 Yet even Thomson admired Copland’s setting 
describing the emergence of lights in the firmament on the fourth day:  
The English declamation, though utterly clear, is not rhythmically idiomatic. It resembles 
rather Gregorian chant as sung by the Benedictine monks at Solesmes, except that the 
melodic intervals are neither proximate nor melismatic, lying chiefly between the fourth 
and the ninth. This constant skipping around is not unpleasant to hear, but it does not 
sound like English. It gives to the text an air of having been translated from the German.  
 
It was entirely justified, however, on expressive grounds in the passage that describes 
chorally God’s setting the lights in the firmament. The whole work, indeed, though 
agreeable for its simplicity and general plainness, would have profited from more of these 
picturesque set-pieces and less of the rambling recitative that was neither ritualistic in 
character nor quite naturalistic in its speech inflections.72 
 
Although grudging, Thomson’s praise identifies that the choral writing in this section stands out 
for its text painting, rhythmic energy, and fluid accentuation of word stress. 
 
LIGHTS FLICKERING IN THE FIRMAMENT—METRICAL FREEDOM AND RE-BARRING, BUT IS THIS 
JAZZ?	  	  
In Copland’s rhythmic section describing the setting of lights in the firmament on the fourth day, 
dotted bar lines create an ease of motion. These dotted bar lines separate groupings of between 
three and eight eighth notes and create a sense of Stravinskian mixed meter. Yet the solid bar 
lines occur only immediately before the words “lights” and “signs.” Individual measures in this 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  70	  Virgil Thomson, “The Art of Judging Music,” in Music and Criticism: A Symposium, Richard F. French, ed. 
(Cambridge, MA: Harvard University Press, 1948) 101–13. 
71 Virgil Thomson, “Music: Choral Commissions,” New York Herald Tribune, May 3, 1947. Also published as 
“Symposium: Second Concert” in The Harvard Crimson, May 3, 1947.  
72 Ibid. 
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section are 34, 17, 44, 33, 17, 27, 18, and 18 eighth notes in duration (Sketch 46, Drafts 11–14, 
score measures 134–141). Between these landmarks of “lights” and “signs,” the dotted bar lines 
may have been Copland’s method of visually assisting the performers in singing “light and 
rhythmically, almost breathlessly,” as he instructed the soloist (measure 134). 
 
In some instances, however, Copland deliberately eliminated bar lines to avoid the weight of 
metric accents. After the emergence of the stars on the fourth day, Copland initially set Genesis 
1:17 with this metric structure:  “And  | God set them in the  | firmament of the  | heaven to give  | 
light upon the  | earth.” He later shifted the bar lines to this arrangement:  “And God set  | them in 
the firmament  | of the heaven to give  | light upon the  | earth” (Draft 16, which corresponds to 
measures 157–160). This revision underscores the final statement of the word “light” in 6/8 
meter. 
 
Copland mentions this section’s “jazz rhythms” and Pollack refers to its “jazzy melodies,”73 yet 
since the 1940s, scholars and critics have noted—even decried—Copland’s “diffuse” use of the 
term jazz. To jazz musicians of the present era, these “lights in the firmament” may not sound at 
all like jazz, yet to Copland and some of his contemporaries of the 1940s, this section evoked a 
jazz sensibility. In her examination of Copland’s piano miniature, “Jazzy,” with which he 
auditioned for Nadia Boulanger’s composition studio in 1921, Judith Tick notes that Copland 
“conflated popular music with jazz” and “used the term as it was understood in common 
parlance at the time.”74 Five years after his audition for Boulanger, Copland wrote an article for 
Modern Music entitled, “Jazz Structure and Influence,” in which he analyzed the influence of 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
73 Pollack, Aaron Copland: The Life and Work, 423. 
74 Judith Tick, “The Origins and Style of Copland’s Mood for Piano No. 3, ‘Jazzy,’” in American Music: A 
Quarterly Journal Devoted to All Aspects of American Music and Music in America 20, no. 3 (Fall 2002): 281–82. 
Accessed August 17, 2015. http://www.jstor.org/stable/1350127). 
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jazz on “non-commercial composers,” both European and American.75 Copland suggests that 
simultaneous interplay between independent rhythms or “polyrhythms” would become the chief 
contribution of jazz. In 1926 he contends that although jazz was already considered passé by 
European composers, American musicians would continue to incorporate jazz in their 
symphonies and concertos for years to come, “[s]ince jazz is not exotic here but indigenous.”76  
 
When I mentioned to Lorna Cooke deVaron that the 1947 critics had praised Copland’s depiction 
of the lights in the firmament, she immediately asked, “Because of the jazzy rhythm?” and sang a 
phrase or two with scat syllables.77 Similarly, when Alice Parker was asked whether she had 
understood this passage as jazz when she performed the work in Shaw’s 1947 choruses, she 
exclaimed, “Oh, very much!” and also burst into song, first with text and then continuing with 
scat syllables. She asserted that these passages with dotted bar lines echo “the rhythm of the 
language itself,” without being constrained by the “corset” of precise meter.78 In describing the 
ways in which Copland incorporated jazz rhythms and materials into his art music but avoided 
the consistent meter of social dancing, Tick suggests, “Copland prized jazz practice for its 
irregularities and asymmetries, rather than its motoric sense of beat.”79 In Copland’s setting for 
the fourth day, it is likely his fluid approach to the text’s rhythmic contours that prompted him 
and some of his contemporaries to conceive of these passages as employing elements of jazz, and 
to find them dance-like and expressive.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
75 Aaron Copland, “Jazz Structure and Influence,” Modern	  Music	  4,	  no.	  2 (January–February 1927), 9. 
76 Ibid., 11–14. 
77 deVaron, interview with the author. 
78 Parker, interview with the author. 	  
79 Tick, “Origins and Style,” 292. 
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 TEXT REPETITION—EXPANDING THE HEAVENS 	  	  
Copland’s longest modification of the King James text occurs in this setting of the fourth day’s 
verses, “Let there be lights in the firmament.” Evidence of the composer’s meticulous attention 
to the text can be found in his letter to Merritt two weeks prior to the premiere, in which he 
specifies,   
I forgot to say when in Boston: would you please, in printing the text, have someone 
check it with the text as I used it in my piece. Mostly I used the Cambridge Shorter Bible 
as my version, but used an occasional word from other versions. Safest thing is to refer to 
the score you have.80 
 
 
In the process of revising his sketch and initial draft, Copland evidently decided that his 
distinctive musical depiction of the emergence of lights in the universe, which occurs at the 
center of the Priestly creation narrative, deserved to be extended. Whereas all of his other text 
revisions involved the addition or substitution of a single word or short phrase of no more than 
nine words, in this instance, Copland repeats nearly an entire verse of thirty-two words (Genesis 
1:14). Copland’s repetition of this verse magnifies the imagery of the heavens and prolongs this 
“picturesque set-piece,” which provides an intermission of sorts between the motivic unity and 
the imitative counterpoint of the third and fifth days. 
 
Initially, Copland’s sketch seems to indicate that the soloist would only introduce this passage 
with the motto “And God said,” to be followed by the sopranos of the chorus bringing in the 
“lights in the firmament” in the key of E. Harmonically, the passage would have moved swiftly 
from D major to B major to E major (see Facsimile 3.4.3a and Example 3.4.3b). 
 
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
80 Copland to Merritt, April 18, 1947. See Appendix B.10. For an overview of the “occasional words” Copland 
substituted from other versions, see Appendix A. 
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Facsimile 3.4.3a “Let there be lights in the firmament,” Sketch 46 
 
 
 
Example 3.4.3b “Let there be lights in the firmament,” Sketch 46 
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Copland’s draft reveals significant reworking of this passage to expand and punctuate it. On 
pages 11–12 of the draft, he composed a single setting of Genesis 1:14 for the soloist: “Let there 
be lights in the firmament of the heaven to divide the day from the night and let them be for signs 
and for seasons and for days and years” (Facsimile 3.4.4). The four-voice chorus then echoes 
this material once and continues by declaiming verse 15, “And let them be for lights in the 
firmament of the heaven to give light upon the earth and it was so” (emphasis mine; see 
Facsimile 3.4.5). Copland sketched accurately Genesis 1:15, “and let them be for lights” in Draft 
12 and Draft 14, but later changed the text to the less cumbersome phrase, “and let there be 
lights” in the fair copy (see measure 140).  
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Facsimile 3.4.4 “Let there be lights in the firmament,” solo, Draft 11 
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Facsimile 3.4.5 “Let there be lights in the firmament,” chorus, Draft 12 
 
In Draft 11, Facsimile 3.4.4, we see that Copland later marked the soloist’s line with a symbol 
indicating a repeat, and that the supporting chorus pedal points are marked with the note “2X.” In 
measure 136 of the completed score, however, Copland did not write an exact repeat, but rather 
converted the opening leap of a perfect fourth (from F#4–B4) to a major sixth (F#4–D#5), and 
continued the descent by step from that point. Copland’s shorthand “2X” seems to imply that the 
choral interjections of “lights!” should happen when the soloist repeats God’s commandment to 
illumine the lights.  
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In drafting the chorus’ echo, Copland initially completed a single setting of verses 14 and 15. He 
then crossed out a major section of Draft 12 and rewrote it on the following page, to expand the 
passage by repeating the fourteenth verse in its entirety (Draft 12–14, measures 137–42). He also 
repeated the affirmation “and it was so,” converting it from his original unison to two antiphonal 
statements in which the women answer the men (Draft 14, which corresponds to measures 142–
47).  Copland must have concluded that his dance-like depiction of the shimmering lights 
deserved to be magnified, for otherwise, the appearance of the sun, moon, and stars would have 
been far too fleeting to become the pivot point for the first account of creation.  
  
COPLAND’S AND SHAW’S SCORE STUDY—ALIGNING THE STARS 	  	  
If the conductor and singers are able to render the text with ease, fluidity, and excellent rhythmic 
ensemble, the rhythmic variety of Copland’s light, energetic, and “almost breathless” setting of 
the fourth day sounds vibrant and flowing, an almost improvisatory imitation of jazz rhythms. 
Yet creating this apparent ease in performance requires diligent rehearsal preparation. Effective 
rehearsal techniques may vary, yet both Shaw’s 1947 conducting score and Copland’s two 
conducting scores found in the Library of Congress collection provide clues as to the type of 
attention to detail that is essential. In the representative examples that follow, Shaw’s marked 
manuscript (Facsimile 3.4.6), along with one of at least two marked scores from which Copland 
conducted this work (Facsimile 3.4.7), demonstrate their conductors’ approaches to rhythmic 
ensemble in measure 136 at this “breathless” pace. Shaw marked rhythmic sub-groupings of two 
eighth notes in blue and three eighth notes in red, and used blue arrows as reminders of the 
choral voices’ alignment with the words “heaven,” “day,” and “signs.” Similarly, Copland’s two 
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sets of markings (first in pencil, with erasures, and then in red wax pencil) are aimed at providing 
the conductor with clues to these rhythmic sub-groups and textual alignment, at a glance. 
 
 
Facsimile 3.4.6 “lights!” Robert Shaw’s 1947 score, annotated in black, blue, and red pencil, RS/Yale81 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81 Copland, In the Beginning, photostat of fair copy, 1947, as annotated by Robert Shaw, Box 62, Folder 604, 
RS/Yale. 
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Facsimile 3.4.7 “lights!” Copland’s conducting score, p. 18, marked in pencil and red wax pencil, AC/LC82 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
82 Copland, In the Beginning, two scores. Boosey & Hawkes, 1947, holograph with conductor’s markings, Box 31, 
Folder 59a, AC/LC.  
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Copland’s setting of the lights in the firmament is among the work’s most memorable passages, 
and it requires a significant number of repetitions in rehearsal if it is to sound spontaneous and 
fluid. In addition, the recapitulation within the score itself allows this jazz-inspired section to 
gather momentum toward the lights’ purpose “to rule over the day and over the night.” Even 
including Copland’s revision to repeat an entire verse of text, the fourth day as sung in Shaw’s 
1947 performance lasts only 94 seconds (see Table 3.2.7 on page 116). By doubling the chorus’s 
jazz-like installation of lights in the firmament, Copland provides In the Beginning with 
structural balance and gives impetus to the music describing the expanding universe that space 
programs and astronauts were on the brink of discovering.   
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DAY 5—SEA CREATURES • FOWL 
 
Copland’s setting for the fifth day, Genesis 1:20–1:23, the appearance of sea creatures and fowl, 
returns to the creative beginning motive, which he had temporarily suspended in depicting the 
dazzling lights of the fourth day. This section in polyphonic motet style brings the motive into all 
four parts, with text painting describing the fluttering of fish and fowl via undulating lines in 
compound meter. Predominantly in E♭   major with relatively few accidentals, its rhythm and 
contrapuntal structure is reminiscent of Britten’s Hymn to St. Cecilia (1942). Copland’s drafts 
provide a clue to the source of another melodic and harmonic challenge for the chorus, once 
more created by his mid-stream “tone lower” transposition as the fowl appear. 
 
SWIMMING AND FLYING— LAYERS OF UNDULATING POLYPHONY  
 
The fifth day offers another of what Thomson labeled as “picturesque set-pieces,” although he 
did not recognize it as such. In the passage, “Let the waters bring forth abundantly,” the phrase 
shapes, compound meter, and ascending and descending arpeggios in all three voices, suggest the 
surging of the waves. After the fourth day’s jazz-like mixed meter suggesting the unpredictable 
twinkling of the stars, Copland’s thirty-five continuous measures in 6/4 meter, to be sung “with 
breadth,” provide a contrasting ethos of graceful flight (see measures 174–208, Example 3.5.1). 
The fifth day’s imitative polyphony, with voices moving in contrary motion and at different 
speeds, is introduced by the tenors’ unison “And God said.” The mezzo-soprano soloist is 
entirely absent from the fifth day. Its creative acts are depicted by the chorus alone, which seems 
to represent the schools of fish and flocks of birds these verses describe. After the hiatus from the 
beginning motive for the illumining of lights on the fourth day, Copland fills all four voices with 
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iterations of its familiar melodic contours. Pollack offers that these “circular melodies in canon ... 
suggest a world alive with swimming and flying movement.”83  
 
Example 3.5.1 “Let the waters bring forth abundantly,” beginning motive, measures 172–188 
                                                
83 Pollack, Aaron Copland: The Life and Work, 422–23. 
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While the fowl that fly “above the earth in the open firmament of heaven” are depicted by the 
sopranos and altos in rapidly moving half notes and quarter notes, the giant whales glide broadly 
through the deep seas in an arching, arpeggiated vocal line, sung by the basses in augmentation 
of dotted half notes (measures 174–95). Initially, the absence of the tenor voice conveys the 
vertical distance between the creatures of the deep seas and the birds’ flight through the 
atmosphere. This layering is similar to Copland’s later editing of the sixth day, in which he 
removed the alto voice to depict the separation between the cattle and the grass under their feet.84 
In the current passage, when the tenors reappear in measure 184, their moving inner voice leads 
the imitation and modulation to D♭   major. The tenors’ swimming sea creatures and soaring fowl 
are initially framed by the sopranos, altos, and basses, whose slower, homophonic phrases seem 
to depict the rolling waters above and below the surging sea creatures. Some conductors add 
baritones to this tenor line, to avoid submerging the tenors’ phrases in the flowing waters above 
and below the firmament. The sopranos switch roles in measure 189 to follow the tenors in 
stretto, as the two voices illustrate flocks of “winged fowl” rising in formation. 
 
These contrapuntal techniques are reminiscent of the compound meter passages in Britten’s 
Hymn to St. Cecilia, which may be In the Beginning’s closest model.85 Britten opens his eleven-
minute a cappella setting of W. H. Auden’s three-section poem with a five-voice, 6/4 setting of 
the words, “In a garden shady this holy lady.” In this work’s “Quietly flowing” opening, the 
upper three voices sing the lilting melody in quarter notes and half notes, while the tenors and 
basses provide the “sustained” foundation in dotted half notes. In the second section of Britten’s 
work, the upper voices chase each other, darting “lightly,” singing, “I cannot grow, I have no 
                                                
84 See discussion of the sixth day and Example 3.6.1 on pages 171-72. 
85 Benjamin Britten, Hymn to St. Cecilia, op. 27, Boosey & Hawkes, 1942. Auden wrote his poem, “Anthem for St. 
Cecilia’s Day (for Benjamin Britten)” at Britten’s request.  
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shadow to run away from, I only play,” in eighth notes and dotted quarter notes, while the two 
lower voices alternate phrases of the same text in augmentation. Britten’s tenor and bass 
arpeggiation of dotted half notes evokes the sense of a cantus-firmus, as does the bass 
arpeggiation, “Let the waters bring forth abundantly” on Copland’s fifth day. 
 
Copland and Britten had become acquainted during Copland’s 1938 trip to England, when 
Britten introduced Copland to publisher Ralph Hawkes. Copland was one of the friends who had 
encouraged Britten and Pears to make the trip to America in 1939.86 During the period from 1940 
to 1942, when Britten drafted the Hymn to St. Cecilia, Copland was also a celebrated visitor at 
February House, the Middaugh Street commune where Britten and Pears lived with Auden and 
several other artists and intellectuals. Britten and Copland also spent considerable time together 
at Tanglewood during the summer of 1946, when Britten’s Peter Grimes was premiered and 
Copland was mulling over Harvard’s commission.  
 
In 1963, a quarter century after he first met the twenty-five-year-old Britten, Copland reminisced 
about playing their recent, unpublished works for each other and “the excitement of exchanging 
ideas with a new-found composer friend.”87 During his 1938 visit to the Suffolk coast, Copland 
had played through the proofs of what he referred to as his “school opera,” The Second 
Hurricane, for Britten. Twenty-five years later, he confessed, “Occasionally I’ve even had the 
illusion of hearing an echo of one of the choruses of the opera … in a fleeting moment of a 
Britten work. Illusion or no, I like to think of it as a souvenir of Snape.”88 Given their pattern of 
                                                
86 Tippins, February House, 119. For further correspondence between Copland and Britten, see also Benjamin 
Britten, Letters from a Life, as well as letters found in AC/LC.  
87 Aaron Copland, “A Visit to Snape,” corrected typescript with holographic edits in pencil and ink, Box 202, Folder 
15, 1963, AC/LC. 
88 Ibid. 
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“exchanging ideas,” it is probable that Copland had been familiar with Britten’s Hymn to St. 
Cecilia for several years. It also seems likely that the two men would have discussed Copland’s 
choral commission from Harvard in the camaraderie of Tanglewood during the summer of 
1946,89 and furthermore, that Copland’s In the Beginning bears some influence of Britten’s 
choral writing. 
 
TRANSPOSITIONS—NAVIGATING DETOURS THROUGH THE WATERS  
 
In the midst of drafting the fifth day’s depiction of moving sea animals and birds, Copland once 
again wrote himself a note to transpose several measures of counterpoint one “tone lower,” a 
shift that increases the passage’s complexity and interest for both singers and listeners. Perusing 
selected sketches for Copland’s instrumental and vocal compositions of the 1920s, 1930s, and 
1940s reveals that throughout these sketches, he occasionally made such revisions by shifting 
entire sections of previously composed material.90 Periodically, Copland edited a passage by 
bracketing it and marking it “1 tone lower,” “½ tone higher,” “In F—4th higher.” Similarly, at 
times he indicated a transposition with a listing such as, “different key—F minor,” “A maj (?)” 
or “6♭’s G♭.” The sketches for In the Beginning feature a higher concentration of such 
transpositions than do his sketches for Vitebsk (1929), Lark (1938), Appalachian Spring (1943–
1944) or Concerto for Clarinet (composed for Benny Goodman in 1948). Nearly a dozen such 
                                                
89 Boston Symphony Orchestra archives include a 1946 photograph of Britten and Copland in a tight huddle with 
Koussevitzky, Bernstein, and Peter Grimes director, Eric Crozier. This photograph can also be found in 
Koussevitzky Music Foundation, A Tanglewood Dream: The Berkshire Music Center 25th Anniversary Album, 
1940–1965 (Lenox, MA: Koussevitzky Music Foundation, 1965), n.p. A clipping recounting Britten and Copland’s 
excursion into a local men’s clothing shop “in quest of shirts” the afternoon of the Peter Grimes premiere can also 
be found in the BSO archives: See “Composer Britten, Local Clerk Cross Finish, Neck and Neck,” Berkshire County 
Eagle, Wednesday, August 7, 1946. I am grateful to Bridget Carr for sending me these items.   
90 Sketches in the Library of Congress archive that contain such annotations include: Vitebsk (1929), Box 55, Folder 
20.1; Lark (1938), Box 64, Folder 35.1; Appalachian Spring (1943–1944), Box 76, Folders 55.5 and 55.6 misc.; 
Concerto for Clarinet (1948), Box 80, Folder 62.2.  
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directives can be found within the sketches and draft for In the Beginning: “tone higher,” “min 
3rd down,” “write 1/2 tone higher in ♭’s,” “end of 1/2 tone,” and other similar rubrics. These 
transpositions frequently occur in the middle of a phrase, as with the second day’s homophonic 
phrase, “And God called the firmament Heaven,” discussed earlier on pages 117-21. 
Occasionally, Copland even made such adjustments in the middle of a word, as in his edits for 
the third day (Draft 8), when he completed a whole-step transposition between the two syllables 
of the word “wa-ters” (measure 91).  
 
Copland’s goals in these block transpositions seem to involve either navigating from one tonal 
center to another, providing harmonic interest and variety, adjusting the tessitura, or creating 
more dramatic transitions. Each time Copland engineers one of these sudden shifts of previously 
composed material, his “splice” can create difficulties for the singers, whose aural expectations 
are conditioned by the pattern Copland has established. This seems to be the case with Copland’s 
shift in the middle of Genesis 1:20 for the phrase, “and fowl that may fly above the earth” (see 
Draft 18–19, Facsimiles 3.5.2 and 3.5.3, which correspond to measures 179–183). This is one of 
many instances in which directives such as “tone lower” in Copland’s sketches call attention to 
an unexpected harmonic detour that singers may find inexplicably challenging. Such passages 
often require extra attention in rehearsal. These revisions created many of the “quick harmonic 
changes for the chorus” that prompted Copland to entertain the use of piano in performance if 
necessary “as an aid to the singers.”91 
 
                                                
91 Copland and Perlis, The Complete Copland, 188. 
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Facsimile 3.5.2 “Let the waters bring forth abundantly,” Draft 18 
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Facsimile 3.5.3 “And fowl that may fly,” Draft 19: 
Copland’s “clean copy” of reworking in Draft 18 
 
 
The fifth day’s basic melodic and harmonic material is among In the Beginning’s most 
straightforward and easy to sing. The drafts reveal at least three instances in which Copland 
added interest by adjusting the tonal center and creating greater harmonic variety. Both instances 
in which Copland specified “tone lower” bring in the key of D♭   major, which recalls the framing 
motto for the parallel second day. Copland originally composed the framing motto concluding 
the fifth day in F major, rather than in F-sharp major, but he later wrote above it, “½ tone 
higher?” and inserted the instruction “5#” for the key signature at the words, “And the evening 
and the morning were the [fifth] Day” (see Draft 22, Facsimile 3.5.4). (Copland inadvertently 
wrote “fourth,” rather than “fifth,” both in the draft and in the fair copy.) These three revisions 
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may have been prompted partly by a desire to create aurally interesting juxtapositions; they also 
prepare the “D♭/F#” tonal centers Copland had in mind for the work’s coda. 
 
 
 
Facsimile 3.5.4 “And the evening and the morning were the [fifth] day,” Draft 22 
 
 
 
Copland initially drafted this framing motto in the same 4/4 meter as he used on every other day, 
but on the second line of Facsimile 3.5.4, we see that he later adjusted its rhythm to maintain the 
compound meter that denotes the continuous motion of rolling seas and heavens, and of their 
soaring inhabitants. The fifth day’s ease and flow, featuring voices moving together in wave-like 
motion, portrays diving whales, flying birds, and other gracefully moving creatures. With these 
surging lines in fluid compound meter, however, Copland also provides an elegant interlude 
between the animated twinkling lights of the fourth day and the forceful imitative counterpoint 
depicting the creation of land animals and humans on the sixth day.   
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DAY 6—BEASTS OF THE EARTH • MAN IN OUR IMAGE 
 
The eight verses that comprise the sixth day, Genesis 1:24–1:31, encompass the creation of land 
animals and humans. Copland’s setting reflects the fact that this day’s text is both the most 
involved and the lengthiest within the creation narrative. With 116 measures lasting 
approximately four and one-half minutes, his setting for the sixth day is twice as long as any of 
the previous days (see Table 3.2.7 on page 116). Among the most striking aspects of Copland’s 
setting is his musical illumination of the biblical text’s parallels within the sixth day, as well as 
the sixth day’s parallels with each of the previous five days, and particularly its intricate parallels 
with the third day. Copland’s musical representation of the creation of man is distinguished by its 
wide leaps, vigorous character, and the cessation of the beginning motive. He forcefully declaims 
God’s granting mankind dominion over all the earth’s creatures with a dramatic use of rhythm, 
articulation, extended vocal range, and heterophony. Copland marks this act as the culmination 
of God’s creative work, and here expresses the core of his Jewish and humanist philosophies.  
 
TEXTUAL AND MUSICAL PARALLELS—GRASS-FED BEEF 
 
As noted previously, the Genesis text establishes parallels among the first three days of creation 
and the corresponding last three days of creation. Within the work’s uninterrupted flow of text 
and music, we have seen that Copland highlights the biblical passages’ rhetorical structure by 
accentuating the poetry’s parallelisms, both within individual phrases and among larger sections. 
While Copland developed subtle textual-musical parallels throughout the six days of creation, 
those between the third and sixth days—the similar musical depictions of the vegetation and the 
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animal life that the “earth brought forth”— represent the most complex, and therefore 
compelling, use of the poetic device.  
 
At the beginning of the sixth day, which recounts the creation of mammals, Copland accentuates 
the textual and musical parallels between his setting from the third day of Genesis 1:11, “Let the 
earth bring forth grass,” and the similar performative utterance of Genesis 1:24, “Let the earth 
bring forth the living creature after his kind” (see Draft 23, Example 3.6.1, which corresponds to 
measures 211–225). He reinforces these parallels by re-introducing in the lower voices the three-
note textual and musical phrases from the third day: “And God said,” “Let the earth,” and “bring 
forth grass” underneath the mezzo-soprano’s account of the “cattle, and creeping thing and beast 
of the earth.” This is a very rare instance in which Copland borrows text from one Genesis verse 
and repeats it in another section where it is not part of the original biblical text.92 Thus, the 
herbivores described by the mezzo-soprano soloist are sustained by devouring the grass 
underfoot, which is supplied by the tenors and basses.  
 
Copland changed the first note of all seven three-note phrases in order to combine the two head 
motives, which were originally notated as the descending beginning motive, E♭–D–B♭ [8–7–5] 
and an ascending triad, E♭–G–B♭ [1–3–5]. These were later marked for transposition a “½ tone 
higher” in the Lydian mode on E, as in the completed score. He ultimately chose to simplify the 
choral texture by eliminating three of his original four choral alto phrases to leave only the tenor 
and bass. Copland’s removal of the inner voices parallels his vertical spacing of birds and sea 
creatures at the beginning of the fifth day (see earlier discussion on page 163). Here, it further 
                                                
92 One other instance of an insertion occurs on Day 6, measure 304, when Copland inserts the interjection “behold” 
from verses 1:29 and 1:31 into 1:30. See discussion that follows on pages 191-92.  
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distinguishes the cattle above (as described by the mezzo-soprano soloist) from the grass 
growing underneath their feet (measures 213–222).   
 
Example 3.6.1 “Let the earth bring forth the living creature,” initial draft, Draft 23 
 
 
When the Genesis text confirms God’s creation of the beast of the earth “after his kind,” Copland 
once again sets the realization of the performative utterance for chorus alone (Genesis 1:25, 
measures 225–237). Copland seizes upon the text’s repetitions of the concluding phrase “after 
its/his/their kind” to craft musical and textual parallels between the creation of vegetation and 
earthly creatures. For the sprouting of plants, his choral setting is homophonic (measures 213–
225). When the beasts appear, he uses the same material in counterpoint between paired voices 
(measures 225–237).  
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Again, the extended reiterations of the beginning motive not only provide coherence, but also 
become somewhat repetitive, creating the same kind of aural tension that characterizes the 
corresponding passage on the third day. In the following example, for instance, the first sixteen 
melodic notes in the soprano voice encompass only four pitches: E–D#–B–G# [8–7–5–3]. When 
Copland finally introduces three new pitches at the end of the phrase, on the words “after their 
kind,” the new pitches (A#–C#–B#) once again provide relief and create a sense of forward motion 
(Example 3.6.2). 
 
 
 
Example 3.6.2 “And God made the beast of the earth,” measures 225–231 
 
 
 
TEXT EMPHASIS AND RE-BARRING  
 
Unlike the corresponding passage from the third day that describes the sprouting of foliage, here 
on the sixth day the four voices are no longer homorhythmic; rather, they are imitative in pairs at 
a distance of two beats. Because the four parts are no longer aligned, Copland could not re-bar 
this passage to match speech rhythms in all parts. He retained the 4/4 time signature, interrupted 
by two consecutive measures of 3/4. In the following draft and fair copy, he added dotted bar 
lines to the women’s and men’s voice pairs individually to provide a sense of their respective 
note groupings and text accents (see Draft 24 in Facsimile 3.6.3, the fair copy in Facsimile 
3.6.4, and measures 225–237 in the completed score). 
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Facsimile 3.6.3 “And God made the beast of the earth,” Draft 24 
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Facsimile 3.6.4 “And God made the beast of the earth,” fair copy, 28 
 
 
 
Copland also appears to have eliminated an extra inner voice in the choral counterpoint of this 
section. This material recalls the homophonic passages describing the origins of foliage on the 
third day, but here the texture is more intricate, with the tenor–bass pair echoing the soprano–alto 
text in essentially contrary motion one beat later. In his draft, Copland had included the 
additional voice throughout the twelve-measure passage, but later crossed it out, perhaps because 
he found that level of complexity excessive at this point in the piece and decided to reserve the 
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added voices for later textural crescendos. In this section, as in many of his contrapuntal 
passages, Copland’s substantial editing is evident from the many erasures and substitutions of 
alternate text and pitches. 
 
 
LET US MAKE MAN—GOD’S MOST NOBLE CREATION 
 
Copland’s dramatic musical setting of “Let us make man” expresses both the Jewish and 
humanist ideology that the formation of mankind was the supreme act of creation. Pitard 
explains the scholarly interpretation of this passage, in which God gives man authority over all 
he sees.93 Biblical scholars presume that the Priestly authors of the Babylonian exile penned the 
first account of creation in Genesis during the sixth century BCE in an effort to thwart the 
Israelites’ temptation to assimilate into Babylonian culture and adopt their neighbors’ 
polytheistic beliefs. (See also my previous discussion of the “lights in the firmament.”) This 
authorial intent is seen as particularly relevant to the Genesis 1 account of the creation of humans 
on the sixth day. In the Babylonians’ creation story, humans were created to serve as the gods’ 
slaves, whose primary function was to grow food for their divine masters. In contrast, the God of 
Genesis is portrayed by the Priestly author group as a benevolent figure who gave humans 
“dominion” over (emphasis mine) every other living creature and provided them with an 
abundance of food: “ev’ry herb bearing seed which is upon the face of all the earth” (Genesis 
1:26). Pitard asserts that this dramatic “ruling language” is reiterated in Genesis 1:28 to 
emphasize the distinction between humans’ servitude in the Babylonian creation story and the 
                                                
93 Pitard, interview with the author, July 28, 2014. 
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Israelites’ higher station in the Genesis narrative.94 Although Copland may not have been well-
versed in these theories, his music certainly captures the essence of the text’s purpose. 
 
As the creative energy intensifies with the arrival of mankind on the sixth day, Copland 
expresses this vitality with wide vocal leaps, accents, and aggressive performance instructions. 
“Let us make man” features the dramatic melodic profile of a descending minor seventh 
(measures 246–247), which has an aural impact similar to that of the descending major seventh 
on the phrase, “And it was so.” In his initial sketch, following the descending seventh leap, 
Copland revised the succeeding notes to create an ascending leap of a tenth for the words “in our 
image” (Sketch 43, Facsimile 3.6.5a and Example 3.6.5b).  
 
                                                
94 Ibid. 
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Facsimile 3.6.5a “And God said Let us make man,” Sketch 43 
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Example 3.6.5b Transcription of “And God said Let us make man,” Sketch 43 
 
 
In his draft, Copland indicated that the words “Let us make man” were to be sung fortissimo and 
pesante, with a punctuating accent on each of those first four syllables (Draft 25, Facsimile 
3.6.6a and Example 3.6.6b). When he sent the proof to Boosey & Hawkes, however, he added a 
qualifying adverb: pesante vigoroso (measure 246) and also inserted the instruction animando 
four measures later, for the phrase, “Let him have dominion over the fish of the sea” (measure 
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250). The vigor and rhythmic accentuation of this passage establishes mankind as a powerful 
force on earth. 
 
Copland conceived the music for “Let us make man” as a canon between the women’s and the 
men’s voices at a time interval of two beats. He originally sketched this extended two-voice 
canon to set the first half of Genesis 1:26: “Let us make man in our image after our likeness, and 
let him have dominion over the fish of the sea.” At this point in the sketch, the canon trails off, 
and the upper line continues (Sketch 43, Facsimile 3.6.5a and Example 3.6.5b).  
 
Ultimately, Copland chose a unison opening for this performative utterance marking the creation 
of humans (see Draft 25–27, Facsimile 3.6.6a, Example 3.6.6b, and measures 244–249 in 
Example 3.6.7). This revision generated a more forceful announcement of man’s arrival and 
allowed Copland to reserve the canon for the realization of this utterance, “So God created man 
in his own image,” in the following verse (Draft 26–27, which corresponds to measures 262–
267).  
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Facsimile 3.6.6a “And God said Let us make man,” Draft 25 
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Example 3.6.6b Transcription of “And God said Let us make man,” Draft 25–26 
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ESTABLISHING THE “DOMINION” OF MAN—TEXTURAL CRESCENDO, HETEROPHONY, AND 
DECLAMATION 
 
In the intervening section between the unison statement, “Let us make man,” and the three-voice 
canon, Copland increased the tension gradually through the use of heterophony. Initially, in the 
second half of verse 26, which begins, “and let him have dominion over the fish of the sea,” the 
soprano–tenor and alto–bass pairings are simply slight variants of each other. Later, at the words, 
“and over every creeping thing that creepeth upon the earth,” the sopranos’ stepwise descent of 
almost two octaves is accompanied by the tenors singing an embellished version an octave 
lower. This soprano–tenor pairing is supported by the altos and basses, who sing in octaves a 
fourth below the melody (see Example 3.6.7, measures 258–263). The tenors’ embellishment of 
the soprano line an octave lower produces a series of piquant seconds and fourths against the 
bass line. Copland’s use of heterophony in this passage is again reminiscent of his colleague 
Benjamin Britten’s techniques. 
 
The monophonic melodic line Copland originally sketched for “and let him have dominion” is 
the line that he eventually assigned to the altos (compare the second system of Sketch 43, 
Facsimile 3.6.5a and Example 3.6.5b, with Example 3.6.7). Thus, within the final heterophonic 
texture, when the soprano–tenor line diverges from the alto–bass, the lower voices have the 
melody, and the upper notes are ornamental. Here, conductors might consider choral balance to 
ensure that the original fanfare melody is prominent. For the words “and over every creeping 
thing that creepeth upon the earth,” however, the melody Copland initially sketched leaps to the 
sopranos’ high A5, highlighting the word “over” in quarter notes at the highest tessitura. At this 
point the three lower voices become harmonic support for the sopranos’ melodic line (compare 
Sketches 43–44, the final measures of Facsimile 3.6.5a and Example 3.6.5b, and Example 
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3.6.7). In this way, Copland produces a dramatic crescendo to the powerful canon in octaves 
describing the creation of man in God’s image (see Draft 27–28 and measures 362–372).  
 
 
Example 3.6.7 “Let us make man,” measures 244–263 
 
 
 
   185 
In this heterophonic passage, Copland also emphasizes human beings’ supremacy above the rest 
of creation by accentuating the text’s parallel use of the preposition “over.” For the phrases of 
Genesis 1:26 that begin, “and let [him] have dominion over the fish of the sea and over the fowl 
of the air, and over the cattle,” Copland initially set the syllables “over the” as two eighth notes 
followed by a quarter note (see notes marked in Sketch 43: Facsimile 3.6.5a and Example 
3.6.5b on pages 178–79; Draft 25–26: Facsimile 3.6.6a and Example 3.6.6b on pages 181–182; 
as well as Draft 29). He later converted these rhythms to even triplets, which convey “dominion” 
with weight and a sense of a military fanfare to match the D major trumpet-like sequences 
(Example 3.6.7, measures 251–255). In the first of these verses (Genesis 1:26), Copland 
substitutes “him” for the text’s “them” to make what appears to be his own grammatical 
correction of the text (“man” has been mentioned, but females are not mentioned until the 
following verse). In any case, Copland’s rhythmic revision and use of quarter-note triplets to 
mark God’s intent to give humanity dominion “over” all the earth’s creatures also highlights the 
parallelism between this passage and one from the fourth day. In his earlier setting of the 
explanation that God had placed the lights in the firmament “to rule over the day and over the 
night,” Copland had also set the words “over the” as repeated, quarter-note triplets (Genesis 
1:18, measures 162–163). 
 
Once God’s plan to give mankind leadership responsibility for the earth and its creatures has 
been established, Copland revisits the canon that he had sketched originally for “Let us make 
man” (see Sketch 43, Facsimile 3.6.5a and Example 3.6.5b). This canon is reserved for the 
realization of the performative utterance in verse 27 (“So God created man”). In his draft, 
Copland built a denser texture by launching an intricate, three-voice, five-bar canon on this 
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parallel melodic phrase, thereby bringing another textural crescendo to fruition (Draft 26–27, 
transcribed in Example 3.6.8). Copland’s sketches and draft for these verses are full of erasures 
and corrections, showing how hard he labored to craft this extended canon. Initially, he 
incorporated the descending seventh leap and ascending tenth of the original canon, “Let us 
make man.” Copland scribbled out this first thought, as shown in the revisions of Example 3.6.8, 
and substituted an ascending whole step. By replacing the sopranos’ and tenors’ low D#  ’s with 
D# ’s in their upper octave, he brought the phrase to a climax with the high G’s on the word 
“image.” By employing the higher tessitura of this three-voice stretto (with octave doublings) 
and by substituting syncopations for the even rhythms he had erased, Copland builds intensity 
for the arrival of humans, “male and female.”  
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Example 3.6.8 Transcription of “So God created man,” Draft 26–27, after erasures and changes 
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IN THE IMAGE OF GOD—THE FINAL STATEMENTS OF THE BEGINNING MOTIVE  
 
Only in retelling the first account of creation does Copland make use of the beginning motive, 
which suddenly disappears once humans have been created. Apart from the mezzo-soprano’s 
reminiscent, three-note “And God said” in measure 290, the germinal melody appears for the last 
time at the end of the climactic canonic section, “So God created man.” The sopranos sing the 
beginning motive twice in succession, first beginning on E and then in sequence a whole step 
lower, at its original pitch level, D (Example 3.6.9). In this final thematic statement, the last two 
notes (F#5 and A5, shown in the left-hand box) are transposed up an octave for emphasis: 
 
 
 
Example 3.6.9 “in the image of God created he him,” score, measures 267–272 
 
 
The culmination of this motive, the sopranos’ syncopated high A5 on the word “male,” begins a 
descending Lydian five-note scale on D (marked in the right-hand box of Example 3.6.9). Gayle 
Sherwood Magee has suggested that perhaps the G#5 inserted at the conclusion of the motive, a 
sharp fourth scale degree, could signify Adam’s “extra rib” given to Eve in the second account of 
creation.95 Another possible interpretation is that once humans have been formed, the creation is 
complete, and the beginning motive can be completed, as well; thus, its melodic skips can be 
filled in. In another instance of parallelism, the descending Lydian scale that this G#   creates 
                                                
95 Gayle Sherwood Magee, conversation with the author, February 2009. 
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foreshadows the Lydian scale passages Copland used in the second account of creation to set 
Genesis 2:7, “And the Lord God formed man of the dust of the ground.”96 
 
Following the creation of men and women in God’s image on the sixth day, Genesis verse 1:28 
continues, “And God blessed them and God said unto them be fruitful and multiply and replenish 
the earth and subdue it.” To listeners and singers, the initial descending minor second on the 
words “And God blessed” suggests the [8–7–5] beginning motive, yet Copland thwarts this aural 
expectation by setting the word “them” as a Cn   instead of C#  (measures 272–273, Example 
3.6.10). 
 
 
Example 3.6.10 “And God blessed them,” measures 272–273 
 
Singers’ clear intonation on this Cn   can provide listeners with a subtle signal, for with this 
blessing, Copland informs the listener that God’s creative work has been finished, and a new era 
has begun. 
 
Following the three-voice canon that begins verse 27 (“So God created man”), Copland 
continues his use of textural crescendo and parallelism, echoing his setting of the fifth day. With 
the words “be fruitful and multiply,” Copland returned to the falling third motive he had used at 
the conclusion of the fifth day, when God blessed sea creatures and fowl, instructing them to “fill 
the waters in the seas” (measures 200–206). This time, however, when humans are to replenish 
                                                
96 See measures 372–375, Facsimile 3.8.3 on page 218 and Example 3.8.4 on page 219. 
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and subdue the earth, Copland edited his draft. Instead of soprano–tenor and alto–bass pairings in 
parallel thirds, he fills the earth by adding parts. Thus he builds from the unison texture of “And 
God blessed them and God said unto them,” into the six-part homophonic texture symbolizing 
the command that humans should also be fruitful and multiply (Draft 28; compare completed 
score, measures 272–280 with measures 200–206). 
 
GENESIS 1 POSTLUDE—THE RELATIONSHIP BETWEEN GOD AND HUMANITY 
 
Following the creation of mankind and God’s exhortation to “Be fruitful and multiply,” the 
Genesis text hints at the development of a more intimate relationship between God and 
humanity, one that Copland seems to have understood and depicted. To set the beginning of 
Genesis 1:29, Copland inserts a final reminiscence of the beginning motive for the first account 
of creation’s final pronouncement of “And God said” (measures 290–291); yet in this case, God 
revisits the third day’s provision of vegetation as food for animals and humans: “Behold I have 
given you ev’ry herb bearing seed … to you it shall be for food” (compare Genesis 1:11–1:12 
with Genesis 1:29–30). This reminder of God’s benevolence toward man is no longer a 
performative utterance or a prediction, but recalls an act that has already occurred. The biblical 
language shifts here to the use of first and second person, in the phrase, “Behold I have given 
you” (emphasis mine), signaling a one-way conversation between God and humans, the only 
sentient beings created, who had just been formed “in our image.” As if to announce this shift in 
relationship and action, in place of the flowering of the beginning motive as on the third day, 
Copland depicts the growth and meandering of plants with a “Quasi cadenza” for the soloist, to 
be sung “Much slower” and “freely and with great emphasis.” Her series of three-note phrases 
that descend two whole steps and then ascend one half step frame two pairs of diminished 
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seventh chords (measures 292–299, Example 3.6.11). With the final phrase of the soloist’s 
Quasi cadenza, Copland once again accentuates the text’s shift to the personal pronoun, “I” 
(measure 308 in Example 3.6.12). 
 
Example 3.6.11 “And God said, Behold I have given you,” measures 290–295 
 
 
 
 
Example 3.6.12 “To you it shall be for food,” measures 300–306 
 
 
In Genesis 1:29–1:31, Copland made minor adjustments in the text that once again demonstrate 
his close reading and interpretation of the biblical verses. Genesis 1:29–1:30 is the second 
passage in which Copland inserts text from one verse into another. Here, the choral interjections 
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of the single word “Behold” are heard underscoring the soloist’s recitative and sustaining the 
sense of wonder. The Hebrew word  (“hinei”) has a sense of “here” and “now” and is 
translated in the King James Version as “Behold,” a command from God to humans. Copland 
emphasizes the abundance of food available for humans here and now with three added 
exclamations of “Behold” from the chorus, as though the chorus members are spreading the 
news among themselves (see measures 295, 299, and 304).  
 
In this recitative, Copland also edited the text to match twentieth-century meanings. The King 
James Version of Genesis translates the Hebrew word  (“ochel”) as “meat,” whereas the 
Jewish Publication Society’s 1917 English version that Copland may have consulted translates
 as “food.”  In seventeenth-century England, the word “meat” signified all types of food, 
and was not specific to animal products. Copland substituted the word “food” for “meat” in both 
verse 29 and verse 30 (Example 3.6.12, measures 301 and 310) to convey the modern meaning 
to his listeners. 
 
Continuing to emphasize the connection between God and the newly formed living creatures, 
Copland highlights the Genesis text’s parallel constructions by using wide leaps and higher 
tessitura to accentuate rhetorically the preposition “to” (Example 3.6.12). In the soloist’s 
recitative citing God’s words on the sixth day, her three phrases—“and to ev’ry beast of the 
earth, and to ev’ry fowl of the air, and to ev’ry thing that creepeth upon the earth” (emphasis 
mine)—each begin with an ascending leap from E4.  In the first two instances, the soloist leaps 
an octave and sings the word “to” on a quarter-note E5, marked tenuto. The third and final time, 
Copland adds the instruction, “Much slower still (freely)” and utilizes another tenuto marking, 
but this time, the mezzo must leap a tenth to G5, her highest note in the piece (Draft 31, score 
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measures 300–306), which echoes her G5 on the word “Behold” in measure 292. Although at 
first this text setting seems paradoxical, it focuses Copland’s interpretation of God’s provision of 
food for humans and animals. God has given humans a world that can sustain itself, as long as 
they are mindful to guard and preserve it. 
 
Once humans’ dominion and responsibility for the earth has been confirmed, one quarter of 
Copland’s musical setting remains, yet his pervasive opening motive is heard no more. It is as 
though once God has created man “in our image,” God’s work of creation is complete. 
Humankind is granted the responsibility to procreate, to replenish the earth, and to govern its 
inhabitants. At this point, Copland sets aside the ubiquitous beginning motive, as though 
humanity must forge into new territory and become the creative force. 
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DAY 7—THE DAY OF REST 	  	  
The Priestly account of creation concludes with God’s rest on the seventh day after humanity had 
been created, yet this closing is designated as the beginning of Genesis Chapter 2. Copland 
marks the conclusion of Genesis Chapter 1—the completion of God’s creative acts on the sixth 
day—with a grand pause, and sets the seventh day (Genesis 2:1–3) with music of contrasting 
character depicting the day of rest. In twenty-three measures of predominantly homophonic 
writing for chorus alone, Copland conveys the sacred ethos of the Jewish Sabbath via a dramatic 
shift in melodic, rhythmic, and harmonic profiles. Sketches and drafts for the seventh day 
demonstrate Copland’s creative process in transforming musical material he had originally 
sketched for the first day. They also illuminate his understanding of the day of rest as a haven of 
tranquility set apart from the working week, a time-honored principle in Jewish tradition. 
 
CODA—SEPARATION FROM CREATIVE WORK 	  	  
As noted earlier in this chapter, Copland’s harmonic outline for In the Beginning reveals that he 
conceived of his setting of Genesis 2:1–7 as a “Coda” (see Facsimile 3.2.1 on page 106). With 
God’s creative work completed, the recurring melodic motives from Chapter 1 are heard no 
more. Conductor Kristina Boerger draws an analogy between the scholarly consensus—that the 
two conflicting accounts of creation are of different authorship—and Copland’s shift in 
compositional style for Chapter 2. She writes, 
When Copland reaches the end of the first chapter of Genesis, he interrupts the music 
with a grand pause. The silence separates the two chapters, whose accounts of the order 
of creation directly conflict with each other and therefore suggest two different authors. 
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Indeed, the music following the grand pause lacks the motivic unity of the rest of the 
piece, almost as if a different composer were responsible for it.97 
 
 
Boerger’s assessment that Copland created a pronounced shift in character at the beginning of 
Genesis 2 is apt. She suggests that Copland was familiar with the theories of multiple authors 
and consciously chose to provide new musical material. Although it is possible that Copland 
knew of the biblical authorship debate and that these theories informed his marked shift in 
musical material and style, I believe a more plausible and compelling reading is that Copland’s 
music for the seventh day models the explicit separation of the work week from the Sabbath, a 
Jewish tradition familiar to Copland since childhood. In the discussion that follows, I will 
explore relationships between Copland’s musical departure from “the motivic unity of the rest of 
the piece,” traditional Jewish interpretations of the creation story, and the halakhah (Jewish 
laws) of Sabbath observance.  
 
MUSICAL DEPARTURE AND JEWISH TRADITION 
 
After the intense activity, drama, and climax depicting the creation of man “in the image of God” 
on the sixth day, the seventh day’s homophonic progressions seem to suspend time and motion 
and to embody the stillness of the day of rest. Jacob Neusner explains that Judaism’s practice of 
“resting in perfect repose” on Shabbat is a commemoration of God’s rest: “Then the Israelite 
household, like creation at sunset marking the end of the sixth day of creation, is sanctified: 
separated from the profane world and distinguished as God’s domain.”98 He further clarifies that 
this sanctification and “perfect repose” on the Sabbath stem from Israel’s modeling itself after 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
97 Kristina Boerger, program notes, “It Was Good,” Cerddorion Vocal Ensemble, Church of St. Luke in the Fields 
Brooklyn and Manhattan, NY, May 13 and 19, 2007. For scholarship related to the Documentary Hypothesis and the 
authorship of Genesis, see Chapter 1, footnote 18, and discussion of the fourth day on pages 146–48.  
98 Jacob Neusner, The Social Teaching of Rabbinic Judaism, III: God’s Presence in Israel (Leiden, The 
Netherlands: Brill, 2001) 45.  
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God’s image by ceasing to engage in “labor of a very particular character, labor in the model of 
God’s work in making the world.”99 Wayne Pitard provides further illumination, citing the 
scholarly consensus that a primary intention among the Priestly authors of this account was to 
provide justification for the ritual Sabbath observances that would distinguish the Israelites in 
exile from their Babylonian neighbors.100 Throughout the twentieth century, Orthodox and many 
Conservative Jewish families would “honor the Sabbath and keep it holy” by refraining from 
work (including cooking and driving, among other activities), and by creating a sacred space 
within the home and synagogue.  
 
Copland was raised in such a congregation and community. His upbringing in Congregation 
Baith Israel Anshei Emes would have included teachings connecting God’s rest on the seventh 
day with the precepts and halakhah related to the Jewish Sabbath. His family had a tradition of 
gathering weekly for Friday night Sabbath dinners in his grandparents’ home.101 Copland’s 
cousin, Marilyn Jaye, noted that on Saturdays, family members “might go to schul in the 
morning, but go to work in the afternoon. Most of them were working people.” She also 
commented that although they might not have observed the laws of Shabbat, they certainly 
“knew it was happening.”102 As immigrant storeowners who lived above their store, family 
members had to work on Saturdays to earn a living, and young Aaron helped out in the toy 
department. He later reminisced, “The daily routine at the store was demanding. Saturdays and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
99 Neusner, 55. For further discussion, see Chapter 3, “God’s Presence in Israel’s Households: Marking Time,” 43–
55.  
100 Pitard, interview with the author, August 3, 2015. Similar efforts at justification mentioned previously include 
the first account’s avoidance of naming the sun and moon on the fourth day, as discussed on pages 147–48, and the 
creation of humans in God’s image, with dominion over all living creatures, as discussed on pages 176–77. 
101 The Complete Copland, 2. 
102 Jaye, interview with the author. 
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Sale Days were particularly exhausting, and Christmas was the busiest time of all.”103 On the 
other hand, on Yom Kippur, sometimes referred to as “the Sabbath of Sabbaths,” Copland 
reports having walked forty-five minutes to services, because “on high holy days you weren’t 
supposed to ride.”104 He surely was aware of broader Sabbath restrictions and traditions. 
 
CREATIVE PROCESS—DEVELOPMENT OF THE “SABBATH PROGRESSION”	  	  
Although in its final context, the music that follows the grand pause sounds dramatically 
different from the preceding sections, it is, in fact, one of the first phrases Copland sketched for 
In the Beginning. Copland initially conceived this harmonic progression to describe the 
separation of day from night, but ultimately employed it instead to depict the demarcation of the 
work of creation from God’s rest on the Sabbath. This striking progression, shown in Facsimile 
3.7.1a and transcribed as Example 3.7.1b, features an ascent by step from F# to C# in the bass 
voice and includes only major triads: F#–E6–A–B–F#64. Copland’s use of the uncommon F#   major 
“key area,” successive major triads, and modal mixture—the ♭III (A major) sonority—would 
have made these phrases sound particularly extraordinary within the context of his sparse D 
major opening. Because Copland eventually determined that the ideal use for this harmonic 
progression was as an expression of God’s rest on the Sabbath, I will refer to it as the Sabbath 
progression.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
103 The Complete Copland, 6. 
104 Ibid., 8. 
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Facsimile 3.7.1a “And God called the light Day,” Sketch 42 
 
 
 
[F#      E6       A            B       F# 64] [F#       E6       A              B                 F# 64] 
 
Example 3.7.1b Transcription of “And God called the light Day,” Sketch 42 
 
 
 
Copland quickly abandoned this passage within the narrative of the first day, but kept it in mind 
for later use. In another early sketch, he considered reworking this Sabbath progression for the 
third day’s account of budding flora (Sketch 45, Facsimile 3.7.2a and Example 3.7.2b). The 
verse in question for the following passage is Genesis 1:12: “And the earth brought forth grass 
and herb yielding seed after its kind and the tree yielding fruit whose seed was in itself after its 
kind” (italics mine). This verse represents the realization of God’s performative speech act in 
verse 11: “ ‘Let the earth bring forth grass the herb yielding seed and the fruit tree yielding fruit 
after its kind whose seed is in itself upon the earth’ And it was so” (italics mine). 
	   199	  
 
 
Facsimile 3.7.2a  “And the earth brought forth grass,” Sketch 45 
 
 
 
 
Example 3.7.2b Transcription of “And the earth brought forth grass,” Sketch 45 
 
 
 
	   200	  
Copland supplied text for only the first six words of this passage: “And the earth brought forth 
grass.” It is difficult to determine with any certainty the words he may have had in mind to 
complete the passage. One possible realization is shown in Example 3.7.2c, which provides in 
brackets a continuation of the text of Genesis 1:12. This realization is admittedly somewhat 
contrived, for it requires the addition of one repeated chord in the fifth measure and the deletion 
of another in the eighth measure.105 As seen earlier in Draft 5, transcribed as Example 3.2.12b on 
page 124, Copland did occasionally fill in the wrong number of repeated notes when sketching 
quickly, but such errors were rather rare. 
 
 
Beginning motive: X2D[8      7     5 3          5        7]   X2[8      7     5 3] # 4       Sabbath progression 
 
      F#  E6       A                                            B           F# 64 
 
Example 3.7.2c Transcription of “And the earth brought forth grass,” Sketch 45, with possible completion of lyrics 
 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
105 In the transcription, Copland’s crossed lines between the second and third chords, as well as between the fourth 
and fifth chords, indicate voice exchanges between the alto and tenor parts. The bracketed chords in measures 5 and 
8 represent an editorial insertion and deletion. 
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In this initial sketch for Genesis 1:12, Copland inserted this Sabbath progression in the middle of 
the verse, yet he may once again have concluded that it would be too great a departure from the 
melodic and harmonic structure he had established for the early acts of creation. Sketch 45 
begins with two iterations of the beginning motive to set the realization, “And the earth brought 
forth grass [and herb yielding seed].” The sopranos’ phrases match those of the mezzo-soprano 
solo Copland ultimately used for the previous verse, “Let the earth bring forth grass the herb 
yielding seed,” which was in C major. This time, though, they are one step higher (in D), 
supported by homophony with contrary motion in the bass.  
 
For his final setting of Genesis 1:12, Copland retained the first eleven chords of this early sketch 
for the third day, except for three relatively minor pitch changes in the tenor voice. As described 
previously on page 133, his insertion of the sharp fourth scale degree (G#) and E major harmony 
on the word “seed” (measure 117 of the completed score) relieves the aural tension of the 
recurring motive in D major. In his subsequent draft of this passage (Draft 10), by changing 
course and continuing to use the beginning motive for the phrase, “and the tree yielding fruit 
whose seed was in itself,” Copland maintained his musical expression of the textual parallels 
between the two verses.  
 
This exposition on the third day then laid the groundwork for similar textual-musical parallels 
both within the sixth day’s creation of “the beast of the earth” (Genesis 1:24–25) and between 
the third day and the sixth day (see discussions on pages 132–35 and 170–73). In both instances, 
Copland ultimately reinforces the text’s rhetorical structure by presenting the flowering of the 
beginning motive first for unaccompanied solo voice, then as a solo supported by more sustained 
fragments in the lower voices, and finally by the full chorus. It appears that Copland quickly 
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recognized these verses’ potential for musical parallelism and abandoned his idea of inserting the 
Sabbath progression almost immediately. Of all the work’s sketches and drafts, Sketch 45 
contains the longest passage with missing text.   
 
Although Copland discarded this progression a second time when he completed the music of the 
third day, he kept it in mind and eventually reserved it for the beginning of Genesis Chapter 2, 
ultimately transposing, repeating, and extending it beyond its original scope. Adapted for 
Genesis 2:1 and labeled, “For the end,” Copland’s initial sketch describing God’s rest on the 
seventh day is found in the midst of the pages of the continuity draft (see Facsimile 3.7.3a, 
transcribed as Example 3.7.3b). The Library of Congress’s second cataloger designated this as 
page 35. It looks likely to be an earlier sketch, however, for two reasons: First, because Copland 
did not number this page, and secondly, because the progression appears in the same key (F# 
major) as it does in the previous two sketches, rather than in B major, as does his final setting of 
Genesis 2:1–2. Copland may have “borrowed” this earlier sketch page as a model later, when 
transposing this preamble to God’s rest on the seventh day up a perfect fourth (Draft 33, 
measures 327–338). 
 
Once he had completed his transposition of “Thus the heavens and the earth were finished,” it 
appears that Copland then turned over the unnumbered sketch page and continued composing on 
the back of the single sketch leaf. This would account for pages 34 and 35 appearing to be out of 
order in the Library of Congress online archive. 
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Facsimile 3.7.3a “Thus the heavens and the earth were finished,” Sketch 35 
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Example 3.7.3b Transcription of “Thus the heavens and the earth were finished,” Sketch 35 
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TEXT PAINTING—SANCTIFYING THE DAY OF REST 	  	  
After two discarded attempts to use the Sabbath progression, Copland ultimately determined that 
it was apt to express the seventh day’s celebration of God’s completed work. He crafted a 
peaceful setting that feels removed from the bustle of creative acts, perhaps because of its use of 
the ♭III sonority. Later, in the printer’s proof, Copland deepened this passage’s sense of repose 
by adding the descriptive instruction “Slower, with serenity,” above the phrase, “Thus the 
heavens and the earth were finished.” 106 The expressive suggestion of serene singing, along with 
the shift to a much slower harmonic rhythm, brings a new, restful character to the coda. The 
oasis of serenity on the day of rest is sustained by the slower harmonic rhythm and prolongation 
of the “tonic” harmony in second inversion at the conclusion of its first two phrases.  
 
Once this progression had found its proper place, Copland made further refinements to express 
the seventh day’s sense of refuge. The third system of Sketch 35 offers an alternative version of 
the second phrase, “And on the seventh day God ended the work which he had made” (third 
system of Facsimile 3.7.3a and Example 3.7.3b). This rendering concludes on the “dominant” 
harmony (C# major) and features a prominent octave leap in the soprano part. Although he 
retained and transposed the first two lines of Sketch 35 to B major, Copland later made use of 
this third line at its original F# pitch level to begin the following verse, “And God blessed the 
seventh day and sanctified it” (see Draft 34 in Facsimile 3.7.4a and Example 3.7.3b). In this 
reworking, the dramatic arch in all four voices that Copland had originally used to set the word 
“seventh” now elevates the word “sanctified.”  
 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
106 Corrected proof, Box 31, Folder 59.1, AC/LC. 
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Facsimile 3.7.4a “And God blessed the seventh day & sanctified it,” Draft 34 
 
 
 
 
 
Example 3.7.4b Transcription of “And God blessed the seventh day & sanctified it,” Draft 34 
 
 
In adapting this phrase to the subsequent verse, Copland also singled out God’s sanctification of 
the seventh day, shading it with a lighter color by eliminating the bass voice. This revision is 
reminiscent of his editing for the first day, when he crossed out the bass line for the phrase, “And 
God called the light Day” to reserve the deeper timbre for “And the darkness he called Night.” 
For God’s blessing of the seventh day, Copland’s draft makes explicit his choice of a lighter 
timbre. The phrase, “And God blessed the seventh day and sanctified it” was originally scored 
for two women’s and two men’s voices.  Copland then bracketed the bass notes and wrote in 
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parentheses, “(women & tenors?),” as seen in Draft 34 (Facsimile 3.7.4a and Example 3.7.4b, 
which corresponds to measures 342–344 in the completed score). He transferred some of his 
original tenor notes to the alto part, removed the passage’s bass motion by step, and eliminated 
the bass voice entirely. The holiness of the Sabbath was thus linked with the heavens, embodied 
by the upper voices in Copland’s setting. 
 
DECLAMATION—ILLUSTRATING REPOSE 	  	  
In addition to prolonging and repeating the Sabbath progression, Copland conveys the sense of 
repose on the seventh day by prolonging the rhythmic values of several little words and 
unaccented syllables. In Draft 33, Copland at first sketched the phrase, “Thus the heavens and 
the earth were finished” as ten equal quarter notes (Facsimile 3.7.5a and Example 3.7.5b). 
Editing his draft, he extended the adverb “Thus” from a quarter note to a dotted half and added 
the marking “poco S ” to give it further significance (corresponds to measure 327). Similarly, the 
following phrase originally began with a 4/4 measure and nine equal quarter notes on the words: 
“And on the seventh day God ended.” In editing, Copland lengthened the first measure of this 
phrase to 5/4 to prolong the word “And” to a half note (measure 332). He also extended the 
second syllables of the words “finished,” “ended,” and “rested” from quarter notes to half notes 
(measures 329, 334, and 338). For each instance described here, Example 3.7.5b provides a 
transcription of Copland’s draft before editing, and Example 3.7.5c transcribes his revision. The 
boxes highlighting the rhythmic differences are mine. 
 
Although these added agogic accents on unstressed syllables seem contrary to conventional 
English text declamation, they convey a sense of repose that matches the meaning of these three 
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specific words, and of the passage as a whole. These brief moments of relaxation further 
illustrate the separation between the activity of work and the tranquility of the Jewish Sabbath. 
 
 
 
Facsimile 3.7.5a “Thus the heavens and the earth were finished,” Draft 33  
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Example 3.7.5b Transcription of “Thus the heavens and the earth were finished,” Draft 33–34, before changes 
 
	   210	  
 
 
Example 3.7.5c Transcription of “Thus the heavens and the earth were finished,” Draft 33–34, after changes 
 
 
 
In both its style and musical materials, Copland’s brief homophonic setting of Genesis 2:1–3 
reflects his understanding that the importance of temporal demarcation in Jewish practice has its 
roots in the creation story. It is fascinating that Copland retained a musical idea he had originally 
conceived for the separation of day and night, and decided that it was better suited to depict the 
boundary between God’s creative work and God’s rest. Biblical scholar Dov Weiss points out 
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that  (va-yav’del), the Hebrew word for “divided” used in Genesis 1:4 for “and God 
divided the day from the night,” has the same root as  (havdalah), the ceremony 
separating the Sabbath’s end from the work week.107 Rabbi Dovid Teichtel notes that 
halakhically, the laws governing the separation between the work of day and the rest of night is 
similar to the commandment to keep Shabbat holy by suspending the activities of work.108 The 
musical language of Copland’s passage reflects that sense of rest.  
 
Taking this argument one step further, we can again draw upon Neusner’s discussion of the 
Sabbath prohibition of the work of creation, a foundational tenet of Jewish identity. Neusner 
specifies that the activity required to be set aside on the Sabbath is “work that produces enduring 
results that one desires,” and that this type of work “is precisely what one is supposed to do in 
profane time: purposeful, completed acts of constructive labor, each on his own, in the model of 
God in creation.”109 On the Sabbath, “man takes up repose, leaving off the tools required to make 
the world, ceasing to perform the acts that sustain the world.”110 Thus, Copland’s sudden change 
in musical style, and his leaving behind the “motivic unity of the rest of the piece,” which 
Boerger attributes to the multiple author theories, may instead be rooted in one of two central 
Jewish beliefs, or in both. As discussed earlier on page 188, if Copland recognized the Jewish 
teaching that once God had created humans, the responsibility for continuing the “acts that 
sustain the world” was entrusted to humanity, it is logical that the beginning motive associated 
with God’s creative acts would disappear after the sixth day. Furthermore, if being created in 
God’s image demands that humans lay down temporarily the “tools required to make the world” 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
107 Dov Weiss, interview with the author, December 11, 2013.  
108 Dovid Tiechtel, interview with the author, December 27, 2013. 
109 Neusner, 50. 
110 Neusner, 55. 
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for the Sabbath, then use of the beginning motive assigned to creative acts would be explicitly 
prohibited on the seventh day. A secular Jew, Copland nonetheless had a significant Jewish 
education and cultural background, and had experienced the weekly Sabbath dinners in his 
grandparents’ home as a child. Irrespective of his level of personal belief or practice as an adult, 
Copland’s musical setting depicting the seventh day functions as an exegesis of this text from a 
Jewish perspective. 
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EPILOGUE—A LIVING SOUL	  	  
Not content to conclude his composition with God’s rest on the seventh day, Copland chose to 
continue setting the first four verses of what scholars consider the second account of creation, or 
the Yahwist creation story (Genesis 2:4b–7).111 His extension of the coda serves both musical 
and philosophical purposes. Musically, the work’s final section further elucidates Copland’s use 
of parallelism and the intensity of his process when revising contrapuntal passages. It also once 
again draws upon sharp keys and the Lydian mode to express aspiration and optimism. Copland 
employs his primary formal device—textural crescendo—to create a powerful and dramatic 
conclusion. His inclusion of these four additional verses allowed him to culminate with musical 
grandeur as an expression of his humanistic philosophy. His music presents man’s “living soul” 
as the most glorious of all God’s creations. 
 
TEXT SELECTION – EPILOGUE 	  	  
In some ways, it might seem more logical for Copland to have concluded In the Beginning with 
Genesis 2:3, God’s sanctification and rest after creating a magnificent world. This verse 
complete the first account of creation, which scholars believe was written by the Priestly author 
group.112 They also conclude the first or third aliyah113 of the Torah portion  
(Parashat B’reishit) read on Simchat Torah. If Copland had ended with the Sabbath rest, 
however, his musical conclusion would likely have been peaceful and serene. Bringing his work 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
111	  Coogan, The Old Testament, 40–43. 
112 Ibid. See also Friedman, Who Wrote the Bible?, 25–27.  
113 See Chapter 1, footnote 19 for an explanation of the term aliyah and the divisions of Parashat B’reishit. 
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to a close by exalting the soul of humanity allowed him to culminate with one final textural 
crescendo.  
 
That this choice of text was a conscious plan rather than an afterthought is evident from 
Copland’s March 1947 correspondence with Merritt. After hearing from Copland, Merritt 
reported to Shaw:  
This morning I have had a letter from Aaron Copland saying:  
“I’m far enough along with the piece to be able to supply some useful 
information: 
The title will be: “In the beginning …” for mixed chorus a cappella with 
mezzo soprano solo. The text is from Genesis: Chapter I—II:7 (ending on the 
line: “and man became a living soul”.) It ought to last about 12 minutes, but that 
is just a guess.”114 
 
 
Thus, well before he had completed his draft, Copland was focused on the conclusion of Genesis 
2:7, “and man became a living soul.” Perhaps Copland was familiar with the Documentary 
Hypothesis, the theory of multiple biblical author groups; yet if he was, it appears that he did not 
share these theories with the work’s first conductor. Shaw conducted In the Beginning many 
times over nearly five decades, yet seems to have remained puzzled by the text’s final four 
verses.115 Shaw—who had studied with Julius Herford—was known for his tremendous 
fastidiousness in score preparation and markings, and as Alice Parker reports,  
Julius would often say he’d worked with many conductors in his life, and he had NEVER 
worked with anybody that had that sense that Shaw did about what was going to make the 
voices shine, but also this bulldog tenacity in getting at a score. He just simply would not 
leave it until he understood just as much about it as he could.116  
 
In his score marked for singers participating in the Westminster Choir College’s 1986 summer 
session performance, Shaw, the son of a Protestant minister, referred to this closing section as the 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
114 Merritt to Shaw, March 18, 1947. 
115 See Chapter 2, footnote 55, for information on Shaw’s In the Beginning performances in the 1980s and 1990s.	   
116 Parker, interview with author, June 14, 2014.  
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work’s “Synopsis / Epilogue: Day Eight!” He noted, “N. B. Textually obscure since man already 
has been created—but as though nothing yet had life” (see Facsimile 3.8.1).117 For conductors, 
Shaw’s premise, that the concluding verses Copland chose form an epilogue, provides a valuable 
sense of structure for measures 350–389. Also relevant to Copland’s setting is Shaw’s 
puzzlement over the text of Genesis 2:4a, “These are the generations of the heavens and of the 
earth when they were created,” words which biblical scholars believe to have been written by a 
“redactor,” or editor.118  
 
 
 
Facsimile 3.8.1 One of Robert Shaw’s conducting scores, with his annotations,  
“Synopsis/Epilogue Day Eight!,” 1986, RS/Yale 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
117 Aaron Copland, In the Beginning, published score, annotated by Robert Shaw for Westminster Choir College, 
April 12–13, 1986, MSS 86, Box 62, Folder 605, RS/Yale, 51. 
118 Pitard, interviews with the author. For further insight into biblical redaction theories, see Friedman, Who Wrote 
the Bible?, 60–61 and 217–19; and Coogan, The Old Testament, 57. 
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THE DOCUMENTARY HYPOTHESIS—A CLUE TO COPLAND’S EPILOGUE	  	  
The Documentary Hypothesis sheds light on this problematic transitional passage of Genesis 
2:4a. Wayne Pitard clarifies the mainstream scholarly interpretation as follows:  
Genesis 2:4b–25 is the earlier of the two creation stories, written by the author usually referred to 
as J (the Yahwist), probably during the reign of Solomon. When the later Priestly creation story 
was added, someone (perhaps the Priestly writer himself) wrote the “bridge” statement, “These 
are the generations of the heavens and the earth when they were created,” as an introduction to 
the following story. This type of introduction to a new section of stories is found in Genesis 6:9, 
10:1, 11:10, 11:27, 25:19, etc.  Since I suspect that the Priestly writer was also the final major 
editor of the Torah, I suspect that this introduction is his.119 
 
Copland extends this sense of transition or “bridge” through the first half of Genesis 2:5 by 
setting the epilogue’s first verse and a half as a solo in recitative style with dotted bar lines. He 
instructs the soloist to sing “rather hurriedly,” as though to gloss over this enigmatic transition, 
until she is joined by the tenors in an imitative duet preparing for the second creation of man. In 
performance, if the pitch has drifted during the course of this extended work, it is useful to have 
a soloist who can help to reestablish it within this recitative (measures 350–354), so that the 
chorus will be able to manage the high tessitura of the final section.   
 
POWER AND DRAMA—TEXTURAL CRESCENDO, TEMPO, HARMONY AND TEXT REPETITION 	  	  
Throughout In the Beginning and especially within the epilogue, Copland heightens the musical 
intensity toward the powerful climax depicting the creation of the human soul. Elements of 
counterpoint, texture, harmony, tessitura, and dynamics coalesce in In the Beginning’s dramatic, 
grandiose ending. The exuberance is heightened as Copland repeats the text “and man became a 
living soul,” first in its entirety, then followed by the final three words, “a living soul.”  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  119	  Wayne Pitard, e-mail correspondence with the author, July 25, 2014. 
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COUNTERPOINT—PREPARING THE BREATH OF LIFE 	  	  
Copland begins the epilogue’s dramatic buildup describing the second account of the creation of 
man in the middle of Genesis 2:5, with the phrase, “For the Lord God had not caused it to rain 
upon the earth and there was not a man to till the ground,” set for tenors and mezzo-soprano 
soloist (measures 355–365, Draft 36–37, Facsimile 3.8.2). He set this phrase and the beginning 
of Genesis 2:7, “And the Lord God formed man of the dust of the ground” (measures 365–375, 
Draft 37–38, Facsimile 3.8.3) as a pair of parallel contrapuntal passages, which he seems to have 
reworked in tandem. Between these two passages is Copland’s dynamic crescendo for verse 6, in 
which the mist rises from the earth and waters the face of the ground to make the clay from 
which man is created. 
 
 
 
Facsimile 3.8.2 “For the Lord God had not caused it to rain,” Draft 36–37 
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Facsimile 3.8.3 “And the Lord God formed man,” Draft 37–38 
 
 
The parallel settings of Genesis 2:5 and 2:7 are imitative and make use of a five-note descending 
scale passage from C# to F#, which can be heard either as the top five notes of a descending C# 
major scale, or as an F#   Lydian scale. Copland introduces this passage with the tenors’ lower-
neighbor motion of C#–Bn–C#. The Bn   makes the shift to the Lydian mode three measures later, 
once the B#   is introduced (measure 358), sound more prominent. The skips of the “beginning 
motive” have been filled in, recapitulating the culmination of the first account of man’s creation 
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on the sixth day (see Example 3.6.9 and discussion on page 188). The tonal centers of C#/F#, 
marked in Copland’s key outline as D♭/F#, also connect this passage with the seventh day’s 
cadences on F#   major and C#   major, which signified that God had “ended his work” (Genesis 2:2, 
measure 336) and “rested from all his work which God created and made” (Genesis 2:3, measure 
350).  
 
In drafting parallel passages to set the texts “For the Lord God” and “And the Lord God,” 
Copland reworked these nearly canonic phrases several times, as he did with most of his 
imitative writing. In the first of these passages, Copland initially set, “For the Lord God had not 
caused it to rain,” for the mezzo-soprano with an opening leap to E#5, as seen earlier in 
Facsimile 3.8.2. He ultimately reserved this opening leap to E#5 for the soloist’s pronouncement 
in Genesis 2:7, “And the Lord God formed man.” Originally, Copland had set this second 
passage for all four choral voices (SATB) in a short canon of a descending scale (Sketch 49, 
Example 3.8.4).  
 
 
 
 
Example 3.8.4 Transcription of “And the Lord God formed man,” Sketch 49 
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After three revisions, measure 373 still contains four voices (MS solo/SAT), but with slightly 
varied melodies. “And the Lord God formed man” is the soloist’s final entrance of the piece; 
with the phrase, “and breathed into his nostrils,” the chorus sings alone (measure 376–end). By 
re-voicing this canon, Copland has once again eliminated the bass voice to reserve it for God’s 
anthropomorphic act of breathing the “breath of life” into humanity. 
 
CRESCENDO—THE MIST RISING FROM THE EARTH 	  	  
Within the epilogue, Copland revised his initial sketches to further his central formal device of 
textural crescendo. Although Virgil Thomson’s 1932 Modern Music profile of Copland remains 
problematic because of its cultural stereotyping, some of Thomson’s analytical assessments of 
Copland’s compositional techniques are nonetheless relevant to In the Beginning. Regarding 
Copland’s formal designs, Thomson wrote, “His dominant idea of form is crescendo. This is 
Russian, because it is a crescendo of excitement.” 120 Here, Copland’s textural crescendos build 
toward the drama and excitement of the work’s conclusion. He developed increasingly rich and 
complex textures both by thickening his chordal writing and by devising imitative counterpoint 
between the men’s and women’s voices. Copland originally set homophonically the opening 
phrase from Genesis 2:6, “But there went up a mist from the earth and watered the whole face of 
the ground,” which he had originally sketched in a five-voice chordal texture, SATTB (see 
Sketch 50, Facsimile 3.8.5a, transcribed as Example 3.8.5b). He then reworked this passage into 
polyphony via layering to create overlapping imitation. This process is reminiscent of his editing 
in Draft 34 of the phrase, “because that in it he had rested” on the seventh day, which Copland 
revised from homophony into stretto between paired men’s and women’s voices.  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
120 Thomson, “American Composers,” 1932, 68.  
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Facsimile 3.8.5a “But there went up a mist from the earth,” Sketch 50 
 
 
 
 
Example 3.8.5b Transcription of “But there went up a mist from the earth,” Sketch 50 
(Bracketed pitches are my editorial additions.) 
 
 
Copland later converted the phrase, “But there went up a mist” from Genesis 2:6 to imitative 
counterpoint in which the tenors and basses follow the sopranos and altos at an interval of one 
measure. In the process of building toward the climax, he begins with four voices and expands to 
six by adding divisi in the alto and tenor parts (see Draft 37, transcribed as Example 3.8.6, 
which corresponds to measures 365–372).  
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Example 3.8.6 Transcription of “But there went up a mist from the earth,” Draft 37 
 
As the mist gradually rises from the earth, the voices do likewise, seeming to levitate as the 
tenors and basses lift the sopranos and altos through the atmosphere. The cumulative effect of 
this counterpoint is augmented by the ascending melodic lines and by the poco a poco crescendo, 
making the cloudburst heard in measure 371 of the final score feel inevitable. These divisi 
prepare the crescendo to Copland’s fullest sonority, the homophonic, eight-voice texture with 
which he concludes, “and man became a living soul.” 
 
A LIVING SOUL—THE CULMINATION OF CREATION	  	  
Except for the fourth day’s jazz-like description of “lights in the firmament,” which consists of 
one verse repeated in its entirety, we have seen that In the Beginning features very little text 
repetition. The twofold repetition of “a living soul” is an extension and intensification of 
Copland’s original concept. In his initial sketch, Sketch 49, he marked “end” beside the phrase 
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that ultimately became measures 380–383. In this sketch, the final chord, an open-ended F# 9th 
chord, was sustained for one additional measure and marked with a fermata. It was followed by a 
double bar, which Copland later erased (see Sketch 49, Facsimile 3.8.7a and Example 3.8.7b).  
 
 
 
Facsimile 3.8.7a end: “And man became a living soul,” Sketch 49 
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Example 3.8.7b Transcription of “But there went up a mist … And man became a living soul,” Sketch 50–49 
(Bracketed pitches and text phrase are my editorial additions.) 
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In his subsequent draft, Copland added two reprises of the “living soul” to bring the piece to its 
dynamic climax, creating a return to the “human” key of E♭ major, and culminating with all 
voices in their highest tessitura (see Draft 37–39, Facsimile 3.8.8a and Example 3.8.8b). The 
Cn’s and Gn   of the work’s penultimate chord lift the sonority toward its apex in the final E♭ 
major of “soul,” in which the basses sing E♭4, and the sopranos sustain a high B♭5.  
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Facsimile 3.8.8a “And man became a living soul,” Draft 38–39 
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Example 3.8.8b Transcription of “And man became a living soul,” Draft 37–39 
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Copland signals that the work is approaching its conclusion in several ways, including the 
broadening of tempo, expansion of dynamic range, harmonic intensification, and increasing 
choral divisi. The coda, encompassing Genesis 2:1–7, features a gradual deceleration to suggest 
grandeur. It opens with the marking, “Slower, with serenity” to describe the Sabbath. This calm 
is interrupted as the soloist skims through the fourth verse and the beginning of the fifth “rather 
hurriedly.” Joined by the tenors for the phrase, “For the Lord God had not caused it to rain upon 
the earth,” she sings “A tempo (somewhat slower).” When this quasi-canonic duet is modified 
and repeated in four voices at the words, “And the Lord God formed man of the dust” (measure 
372), Copland indicates that it should be sung “Slower still (espress.).” With the arrival of man 
in measure 380, the chorus is instructed to sing “Broadly (allarg.).” For the final repetition of 
the text, “and man became a living soul, a living soul,” the tempo becomes grander still, with the 
marking “Very broadly.”  
 
This augmentation of tempo coincides with the expansion of dynamic range and a series of 
crescendos and diminuendos. As the chorus sings verse six, “But there went up a mist from the 
earth and watered the whole face of the ground,” they are instructed to crescendo from 
“pianissimo misterioso” to “fortissimo” within a mere seven measures. For the seventh verse, 
the chorus returns to “pianissimo espressivo” at the phrase, “And the Lord God formed man of 
the dust,” which is colored by another swell. The singers are then reminded to continue 
“pianissimo” to express God’s exhalation, “And breathed into his nostrils the breath of life.” The 
final phrase’s “allargando” is reinforced by a dramatic crescendo, this time to “ffff.”   
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Harmonically, the epilogue also features intensification, even as the harmonic rhythm slows.  
From the work’s opening D major, Copland has embarked on a journey through all twelve tonal 
centers. Singers and astute listeners nonetheless sense that the keys of the epilogue are removed 
and extraordinary. Copland sets the rising of the mist from the earth in the extremely uncommon 
key of A#   minor, and then proceeds in C#   major—or F#   Lydian—for the formation of man from 
the dust. This nearly canonic passage in seven sharps recapitulating the creation of man occurs 
fifteen to seventeen measures from the end of the work. It produces an intriguing symmetry with 
the first day’s canonic passage in seven flats depicting God’s motion on the “face” of the 
unformed seas in measures 15–17 (see measures 4–8 of Example 3.1.9c on page 102). This 
mathematical symmetry evokes an emotional connection akin to the “beauty and spiritual 
quality” that Robert Shaw attributes to the “informing architecture” of Hindemith’s “Lilacs.”121 
Within the parallel passages near the opening and conclusion of Copland’s In the Beginning, the 
singers are asked to sing descending scales with seven accidentals, which sound other-worldly in 
context. During the initial canon —with seven flats—God descends from the heavens to create 
order out of chaos. In this final passage—with seven sharps—God forms humans, God’s most 
noble creatures. Here, Copland draws upon the associations many composers and performing 
musicians have that both the Lydian mode and keys with many sharps convey a sense of 
aspiration and promise.122  
 
As noted earlier, the harmonic motion up a semitone from D to E♭ that encompasses the first day 
is duplicated in the work’s journey from beginning to end.123 Musicologist Brian Mann notes that 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  121	  Shaw, “Aims of Choral Singing.” See discussion on page 27. 122	  William Brooks, interview with the author, Champaign, IL, July 2013; and John Muehleisen, personal 
conversation with the author, Washington, DC, June 14, 2014. 123	  See Facsimile 3.2.4 on page 111 and the discussion of Copland’s key scheme on pages 112-13. 
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the work ends in E♭ major, a harmony recognized since Beethoven’s time as the key of 
humanity.124 Copland, however, initially composed the final phrase in D#   major, an extraordinary 
key (see Draft 38–39, Facsimile 3.8.8 and Example 3.8.8). The last twelve measures were 
originally notated with six sharps in the key signature. The affirmation and buoyancy of this D#   
major climax is powerful. Copland later inserted the indication “in ♭’s” above the words “man 
became a living soul.” He also redrafted the last two bars with flats, after he had finished the 
piece with a double bar (Draft 39, measures 388–389).  Copland may have made this adjustment 
simply to avoid the F-double-sharps of the penultimate measure and D#   major, a key that most 
singers have never seen. Perhaps he considered the structural key relationships he had outlined in 
the margin of Sketch 51 and wished to provide another harmonic symmetry by returning to the 
E♭ of the end of the first day. 
 
Copland creates these rich harmonic sonorities with an increase in choral divisi. He gradually 
builds from the mezzo-soprano recitative that begins Genesis 2:5, first to a mezzo–tenor duet, a 
six-voice contrapuntal texture, and ultimately, a full, eight-part fabric. Copland’s setting of the 
word “man,” in which the first sopranos’ high A♭5 is supported by the work’s first eight-voice 
sonority (measure 380), reflects the core of his humanistic philosophy. 
 
These final phrases create for singers and audience the visceral sense of exhilaration. In casual 
conversations, a few conductors have noted that they find Copland’s edited ending to be overly 
bombastic, and that they might prefer the open-ended F#9 sonority of Copland’s original ending. 
Yet when Copland conducted In the Beginning for the last time, as part of Brown University’s 
1980 commencement exercises, he told the Brown students, “Creation was quite a stunt, so make 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
124 Brian Mann, personal conversation with the author, Poughkeepsie, NY, April 28, 2001. 
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it grand—don’t be pathetic about it. What happened after creation is an entirely different 
story!”125 And so, Copland’s grandiose final version may better represent the composer’s vision, 
both because of his desire to amplify the living soul, and as a conclusion for this extended a 
cappella work, in which the structural principle of textural crescendo underlines the dramatic 
effect of the word and in the biblical Hebrew narrative. 
 
After Vivian Perlis wrote an article about Copland’s experience at Brown in 1980, she received a 
letter from the university’s vice president, which recounted a conversation with Brown’s football 
captain, who had also sung in Copland’s chorus:  
 
He mentioned that of all the football games he has played in and even the great trip to 
China with the Brown Chorus, one of his greatest moments at Brown will be the last 
measure of In The Beginning, Aaron Copland conducting.126 
 
The football captain’s elation after singing Copland’s music points to the cumulative effects of 
his Genesis setting and thoughtfully crafted exegesis of the creation narrative. It is my hope that 
this exploration of Copland’s creative process will provide future scholars, musicians, and 
audiences with a starting point for deeper exploration and understanding of In the Beginning.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  125	  The Complete Copland, 188. 126	  The Complete Copland, 331. 
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APPENDIX A: GENESIS 1:1–2:7 
 
Genesis text is from the Cambridge Shorter Bible, as set by Aaron Copland in In the Beginning (1947). 
Included are comparisons between “KJV” = King James Version (1611), which is the basis for 
Cambridge Shorter Bible (1928); and “JPS” = Jewish Publication Society translation (1917). 
Copland’s text repetitions appear in brackets and italics. Blue represents Copland’s word#$%&$'('%'()*$+#
 
Verse Text Comments 
1:1 In the beginning God created the heaven and the earth  Day 1: heaven and earth 
 
1:2 
And the earth was without form and void and darkness was upon 
the face of the deep And the Spirit of God moved upon the face of 
the waters  
 
1:3 And God said “Let there be light” and there was light  
 
1:4 
And God saw the light that it was good and God divided the light 
from the darkness  
 
 
1:5 
And God called the light Day and the darkness he called Night And 
the evening and the morning were the first day 
 
 
1:6 
And God said “Let there be a firmament in the midst of the waters 
and let it divide the waters from the waters”  
Day 2: firmament divides the 
waters—Heaven  
 
1:7 
And God made the firmament and divided the waters [And God 
made the firmament and divided the waters] which were under the 
firmament from the waters which were above the firmament [above 
the firmament] and it was so  
 
 
1:8 
And God called the firmament Heaven And the evening and the 
morning were the second day 
 
 
1:9 
And God said “Let the waters under the heaven be gathered together 
unto one place, and let the dry land appear” and it was so  
Day 3: dry land & vegetation 
 
1:10 
And God called the dry land Earth and the gathering together of the 
waters called he Seas and God saw that it was good  
 
 
1:11 
And God said “Let the earth bring forth grass the herb yielding seed 
and the fruit tree yielding fruit after his kind, whose seed is in itself 
upon the earth” And it was so  
 
 
1:12 
And the earth brought forth grass and herb yielding seed after its 
kind and the tree yielding fruit whose seed was in itself after its kind 
and God saw that it was good [it was good] 
KJV: “after his kind” 
JPS: “after its kind” 
1:13 And the evening and the morning were the third day  
 
1:14 
And God said “Let there be lights in the firmament of the heaven to 
divide the day from the night and let them be for signs and for 
seasons and for days and years [and let there be lights [lights!] in 
the firmament of the heaven to divide the day from the night and let 
them be for signs and for seasons and for days and years]  
Day 4: lights in the firmament 
 
1:15 
And let there be lights in the firmament of the heaven to give light 
upon the earth and it was so [and it was so]  
KJV: “And let them be for 
lights” 
 
1:16 
And God made two great lights the greater light to rule the day and 
the lesser light to rule the night he made the stars also [he made the 
stars also]  
 
 
1:17 
And God set them in the firmament of the heaven to give light upon 
the earth  
 
 
1:18 
And to rule over the day and over the night and to divide the light 
from the darkness and God saw that it was good  
 
1:19 And the evening and the morning were the fourth day  
 !""#
#
 
1:20 
And God said Let the waters bring forth abundantly the moving 
creature that hath life and fowl that may fly above the earth in the 
open firmament of heaven  
Day 5: fowl and sea creatures 
 
1:21 
And God created great whales and every living creature that moveth 
which the waters brought forth abundantly after their kind and every 
winged fowl after his kind and God saw that it was good  
 
 
1:22 
And God blessed them saying Be fruitful and multiply and fill the 
waters in the seas and let fowl multiply in the earth  
 
1:23 And the evening and the morning were the fifth day  
 
1:24 
And God said Let the earth bring forth the living creature after his 
kind cattle and creeping thing and beast of the earth after his kind 
and it was so [And God said] [Let the earth] [bring forth grass] 
Day 6: land animals & humans 
Added phrases in tenor & bass 
repeated from Gen. 1:11=Day 3 
 
1:25 
And God made the beast of the earth after his kind and cattle after 
their kind and every thing that creepeth upon the earth after his kind 
and God saw that it was good  
 
1:26 And God said, Let us make man in our image after our likeness and 
let him have dominion over the fish of the sea, and over the fowl of 
the air and over the cattle and over all the earth and over every 
creeping thing that creepeth upon the earth  
KJV and JPS: them 
 
1:27 
So God created man in his own image, in the image of God created 
he him male and female created he them  
 
 
1:28 
And God blessed them and God said unto them Be fruitful and 
multiply and replenish the earth and subdue it and have dominion 
over the fish of the sea, and over the fowl of the air and over every 
living thing that moveth upon the earth  
 
 
 
1:29 
And God said Behold I have given you ev’ry herb bearing seed 
which is upon the face of all the earth [Behold] and every tree in the 
which is the fruit of a tree yielding seed [Behold] to you it shall be 
for food  
Hebrew: ochel = food 
KJV: “to you it shall be for 
meat” 
JPS: “it shall be for food” 
 
1:30 
And to every beast of the earth and to every fowl of the air [Behold] 
and to every thing that creepeth upon the earth wherein there is life I 
have given every green herb for food And it was so  
Hebrew: hinei = here, now 
Translated as “Behold” in Gen. 
1:29 & 1:31. Inserted into 1:30. 
 
1:31 
And God saw every thing that he had made and behold it was very 
good And the evening and the morning were the sixth day 
 
2:1 Thus the heavens and the earth were finished and all the host of 
them  
Day 7: Sabbath 
2:2 And on the seventh day God ended his work which he had made and 
he rested on the seventh day from all his work which he had made  
 
2:3 And God blessed the seventh day and sanctified it because that in it 
he had rested from all his work which God created and made 
 
2:4a 
 
2:4b 
These are the generations of the heavens and of the earth when they 
were created,  
in the day that the LORD God made the earth and the heavens  
“Epilogue” 
2:5 And every plant of the field before it was in the earth and every herb 
of the field before it grew For the LORD God had not caused it to 
rain upon the earth and there was not a man to till the ground  
 
2:6 But there went up a mist from the earth, and watered the whole face 
of the ground  
 
2:7 And the LORD God formed man of the dust of the ground and 
breathed into his nostrils the breath of life and man became a living 
soul, [and man became a living soul, a living soul.] 
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APPENDIX B: ARCHIVAL DOCUMENTS 
 
B.1—A. TILLMAN MERRITT TO ROBERT SHAW, APRIL 24, 1946  
[Transcription of typed letter, carbon] 
 
         April 24, 1946 
Robert Shaw, Esq. 
120 Claremont Avenue 
New York, New York 
 
Dear Mr. Shaw: 
 
 It was such a great pleasure to meet you the other day and I was perfectly delighted that 
you liked the idea of our Symposium.  I do think it is going to be something rather unusual.   
 
 This letter is to confirm my verbal invitation to you and the Collegiate Chorale to take 
part in the second concert of our Symposium, performing the proposed works by Hindemith, 
Copland and Vaughan Williams. I like very much your suggestions for gaining contrast in the 
three different compositions.  I shall invite Hindemith to write a piece of fifteen or twenty 
minutes in length for chorus and brass, let us say about half a dozen instruments; I shall ask 
Aaron to write a piece of about the same length a cappella; and I shall ask Vaughan Williams if 
he will write a piece, again of about the same length, for chorus and organ. In the last 
composition there may even be solos, as I doubt there will be in the other two. Such a program is 
extremely exciting to think about.   
 
 As I told you the other day, there is absolutely no question but what we shall pay your 
expenses and if possible whatever fee we can afford. Would it be satisfactory with you if we say 
now that you can count on $1,200.00?  I presume that this agreement is between you and me and 
that there will be no third person acting as a contractor.  I should appreciate confirmation of this 
understanding in writing at your convenience.    
 
 When I invite the composer, which I intend to do immediately, I shal [sic] ask them if 
they will send me their manuscripts in [sic] not later than January 1st, 1947.  This should give us 
time to have the parts copied and to get the score into your hands in time for you to acquaint 
yourself with the music before you start rehearsals which, I believe you said, you would like to 
do sometime after the middle of February.  The concert in which the Collegiate Chorale will 
participate will take place on the evening of May 2, 1947. 
 
 With renewed thanks for your enthusiastic cooperation. We are delighted to know that 
you and the Collegiate Chorale will be taking part in the Symposium. 
 
      Cordially yours, 
 
_____________________________________________________________________________ 
A. Tillman Merritt to Robert Shaw, April 24, 1946, Box 1, Folder S, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.2—A. TILLMAN MERRITT TO AARON COPLAND, APRIL 29, 1946 
 
 
 
 
A. Tillman Merritt to Aaron Copland, April 29, 1946, Box 403, Folder 8, Aaron Copland 
Collection, Music Division, Library of Congress
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B.3—AARON COPLAND TO A. TILLMAN MERRITT, MAY 17, 1946 
 
 
 
 
 
Aaron Copland to A. Tillman Merritt, May 17, 1946, Box Bo-Cop, File #587.17, Harvard 
University Archives. Courtesy of the Harvard University Archives.
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B.4—A. TILLMAN MERRITT TO AARON COPLAND, MAY 28, 1946 
 
 
 
A. Tillman Merritt to Aaron Copland, May 28, 1946, Box 403, Folder 8, Aaron Copland 
Collection, Music Division, Library of Congress
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B.5—AARON COPLAND TO A. TILLMAN MERRITT, JANUARY 16, 1947 
 
 
 
Aaron Copland to A. Tillman Merritt, January 16, 1947, Box 1, Folder C, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.6—A. TILLMAN MERRITT TO ROBERT SHAW, JANUARY 22, 1947  
[Transcription of typed letter, carbon] 
 
 
January 22, 1947 
Robert Shaw. Esq. 
Julliard School of Music 
120 Claremont Avenue 
New York, New York 
 
Dear Mr. Shaw: 
 
 Thanks for your suggestions yesterday morning over the telephone in regard to Copland’s 
piece, or pieces.   
 
 I shall see what I can do toward getting the brass players right here in Boston.  What 
would you like to do about the organist for the Malipiero.  Shall we get him here too. [sic] I am 
sure I can very easily.   
 
 I am enclosing a copy of the preliminary which just came yesterday morning.  I have 
talked with Walter Piston and he says you should have the Malipiero within a week or ten days.   
 
 With all best wishes, I am 
 
   Cordially yours, 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
_____________________________________________________________________________ 
A. Tillman Merritt to Robert Shaw, January 22, 1947, Box 1, Folder S, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.7—AARON COPLAND TO TILLMAN MERRITT, JANUARY 26, 1947 
 
 
 
Aaron Copland to A. Tillman Merritt, January 26, 1947, Box 1, Folder C, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.8—AARON COPLAND TO TILLMAN MERRITT, MARCH 16, 1947 
 
 
 
Aaron Copland to A. Tillman Merritt, March 16, 1947, Box 1, Folder C, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.9—A. TILLMAN MERRITT TO ROBERT SHAW, MARCH 18, 1947  
[Transcription of typed letter, carbon] 
 
 
 March 18, 1947 
        
Robert Shaw, Esq. 
The Collegiate Chorale 
130 West Fifty-sixth Street 
New York, New York 
 
Dear Mr. Shaw: 
 
 This morning I have a letter from Aaron Copland saying: 
 
“I’m far enough along with the piece to be able to supply some useful information: 
The title will be: “In the beginning …” for mixed chorus a cappella, with 
mezzo-soprano solo. The text is from Genesis: Chapter I—II:7 (ending on 
the line: “and man became a living soul”). It ought to last about 12 
minutes, but that is just a guess. I’m somewhat concerned about the 
importance of the solo mezzo soprano part. It will need someone really 
first-rate.” 
 
      He goes on to say that perhaps you should be warned about this. Do you have anyone in 
the Collegiate Chorale good enough to do this solo part? Naturally I do not know what it is like 
as I have not seen the score, but we do know certainly that there is a mezzo-soprano solo, that it 
is a Biblical setting, that it is by Aaron Copland and all this would add up in my own mind to 
something not necessarily very difficult. This does not mean, however, that it should not be done 
very well. If you suspect that you have no one in your chorus who could do it, I should like to 
cast about for a suitable soloist. Do you have any suggestions? 
 
 I shall try to get Aaron to deliver his score straight to me and if he will I shall have it 
copied by the same man who copied the Malipiero and shall get you the parts as quickly as 
possible. I hope the Hindemith situation works out all right. If there is anything I can do to help 
you, do not hesitate to let me know. 
 
 With kindest regards, I am 
     Cordially yours, 
 
 
 
 
 
_____________________________________________________________________________ 
A. Tillman Merritt to Robert Shaw, March 18, 1947, Box 1, Folder S, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library 
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B.10—AARON COPLAND TO TILLMAN MERRITT, APRIL 18, 1947 
 
 
 
 
Aaron Copland to A. Tillman Merritt, April 18, 1947, Box 1 Folder C, A. Tillman Merritt 
Collection, The Eda Kuhn Loeb Music Library, Harvard College Library
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B.11—AARON COPLAND TO ROBERT SHAW, JANUARY 15, 1964 
 
 
 
 
Aaron Copland to Robert Shaw, January 15, 1964, Box 281, Folder 10, MSS 86, The Robert 
Shaw Papers, Irving S. Gilmore Music Library, Yale University 
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B.12—COLLEGIATE CHORALE BROCHURE PAGES 
 
SEASON 1945–1946 
	  
The Collegiate Chorale, Season Brochure, 1946–1947, Box 372, Folder 1, MSS 86,  
Robert Shaw Papers, Irving S. Gilmore Music Library, Yale University 	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B.12—COLLEGIATE CHORALE BROCHURE PAGES (CONTINUED) 
 
SEASON 1946–1947 
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B.12—COLLEGIATE CHORALE BROCHURE PAGES (CONTINUED)
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B.13—HARVARD UNIVERSITY DEPARTMENT OF MUSIC 
 PRELIMINARY ANNOUNCEMENT: 
A SYMPOSIUM ON MUSIC CRITICISM 
 
 
Harvard University Department of Music, “A Symposium on Music Criticism: 
Preliminary Announcement,” Box 403, Folder 9, Aaron Copland Collection, Music 
Division, Library of Congress, Washington, DC. 
Also in Box Si-T, #UAV 587.17, Harvard University Archives, Cambridge, MA. 
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B.13—HARVARD UNIVERSITY DEPARTMENT OF MUSIC 
 PRELIMINARY ANNOUNCEMENT: A SYMPOSIUM ON MUSIC CRITICISM (CONTINUED) 
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B.13—HARVARD UNIVERSITY DEPARTMENT OF MUSIC 
 PRELIMINARY ANNOUNCEMENT: A SYMPOSIUM ON MUSIC CRITICISM (CONTINUED) 
 
 
 251 
B.13—HARVARD UNIVERSITY DEPARTMENT OF MUSIC 
 PRELIMINARY ANNOUNCEMENT: A SYMPOSIUM ON MUSIC CRITICISM (CONTINUED) 
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APPENDIX C: IN THE BEGINNING SKETCH INVENTORY 
 
Stamped 
Page # 
Handwritten 
Page # 
Copland’s 
Page # 
Staves Contents Comments 
none	   none none 12 In the beginning Page 1 of LOC digitized 
collection 
02	   2 2 12 and there was light  
03	   3 3 12 And the evening … first day  
04	   4 3  4 12 And God made the firmament  
05	   5 5 9 And God called the firmament heaven  
06	   6 4 9 And God made the firmament Sketch page: crossed 
out 
07	   7 5  6 9 And God said Let the waters …  
08	   8 6  7 9 And God called the dry land Earth  
09	   9 8 9 Let the earth bring forth grass  
10	   10 9 9 And the earth brought forth grass Revised meter 
11	   11 10 12 And God saw that it was good 
Let there be lights in the firmament 
 
12	   12 11 12 Let there be lights in the firmament  
13	   13 12 9 signs & for seasons & for days & years  
14	   14 13 9 & let there be lights in the firmament  
15	   15 14 9 & God made 2 great lights  
16	   16 15 9 & God set them in the firmament  
17	   17 16 9 And God saw that it was good  
18	   18 17 9 Let the waters bring forth  
19	   19 none 9 & fowl that may fly above the earth “tone lower” section: 
p18 
none	   20 none 9 Blank  
20	   21 18 9 And God created great whales  
21	   22 19 9 & every winged fowl after his kind  
22	   23 20 9 Be fruitful & multiply  
23	   24 22 9 And God said … living creature Copland skipped 21? 
24	   25 23 9 And God made the beast of the earth  
25	   26 24 9 And God saw that it was good  
26	   27 25 9 Sea and over the fowl of the air and  
27	   28 26 9 So God created man in his own image  
28	   29 27 9 fruitful and multiply & replenish   
29	   30 28 9 Behold …have dominion over the fish  
30	   31 29 9 And God said Behold I have given you  
31	   32 30 9 To you it shall be for food  
32	   33 31 9 food … And it was so [m 3rd down]  
33	   34 32 9 sixth day …Thus the heavens   
34	   35 33 9 seventh day from all his work   
35	   36 none 9 For the end   
Thus the heavens & the earth 
Sketch: perhaps copied 
& transposed as page 33 
36	   37 34 12 These are the generations of the heavens  
37	   38 35 12 and there was not a man to till the ground  
38	   39 36 9 man of the dust of the ground  
39	   40 37 9 living soul Rewritten in E-flat 
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40	   41 none 9 Sketches “In the Beginning”  
41	   42 none 9 In the beginning Nov 21 ‘46 
42	   43 none 9 and God said Let there be light also “Sabbath prog.” 
none	   44 none 9 Blank  
43	   45 none 9 And God said Let us make man   
44	   46 none 9 upon the earth  
45	   47 none 9 And the earth brought forth grass “Sabbath progression” 
46	   48 10 9 kind…And God saw that it was 
good…Let there be lights 
 
47	   49 4 12 And it was so And God called … Heaven 
And And second day: key scheme 
Likely after Sketch 48 
48	   50 3 12 And the evening and the morning…1st 
day; And God made the firmament 
Likely prior to Sketch 
47 
49	   51 none 22 end  
and man became a living soul 
Likely after Sketch 50 
50	   52 none 22 These are the generations  Likely prior to Sketch 
49 
51	   53 none 12 Key scheme: right margin Folio with pages 1-2 
none	   54 none 12  Blank 
 
 
Notes: 
Background color changes and solid lines indicate whether pages were single pages (2 sides) or 
folio (4 sides) 	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